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Abstract 
Focusing on intergenerational relationships, this project combined theoretical and empirical studies 
to explore the use of photographs in self and family representation at home.  This exploration was 
considered timely given the recent adoption of digital capture devices by both parents and children 
and the unprecedented amount of photographic content that they generate. This has raised 
interesting questions concerning the digitisation and democratisation of family photography, in terms 
of form and content.  
Inquiry was positioned in the field of Human Computer Interaction (HCI).  The proposed contribution 
of the project to the HCI field was threefold.  First, findings on the psychological function of 
photographic displays were intended to inform the design and innovation of display technologies for 
family homes.  A focus upon home display was informed by the recent emergence of new display 
technology paradigms; and a critical perspective was adopted on the potential application of these 
technologies in home settings.  Second, findings were intended to illuminate the social psychological 
function of photos as cultural artefacts.  In order to inter-relate psychological understandings and the 
practice of design, the project engaged multiple discourses, inviting a third contribution: to develop 
the foundations of an interdisciplinary methodological approach. 
Epistemological compatibility for this inquiry was found in Phenomenology and the use of 
Interpretative Phenomenological Analysis (IPA).  Qualitative research constituted three empirical 
studies, plus conceptual design exercises and the fabrication of a novel design for inclusion in 
empirical work.  The research population comprised parents and their older teenagers, of British 
nationality, residing together in the United Kingdom.  For Study One, participants were interviewed 
at home about their use of stored and displayed photos for portraying self and family.  Analysis 
highlighted the significance of portrayals for shaping the social, moral order of homes, and the design 
implications of this.  Study Two explored the potential integration of teenagers’ and parents’ photo 
displays in communal domestic spaces and how digital display design may support intergenerational 
expression.  Findings supported integration and further design implications were generated.  Study 
Three engaged the same teenagers exclusively and explored their use of Internet-enabled platforms 
at home for self and family representation.  Findings revealed how their display practices mediated 
self-processes and related to the functioning of the family household.  Psychological insights and 
design considerations were produced from this research.  New questions and opportunities were 
established for future researchers. 
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1. Introduction 
This doctoral project combines theoretical and empirical studies to explore the use of photographic 
display in self and family representation at home.  Studies engage a research population of parents 
and their older teenagers (aged 16-18) of British nationality who reside together in the United 
Kingdom (UK).  Social psychological insights from the project, concerning the role of photo display in 
self and family representation, are intended for further use to inform the design and innovation of 
photographic display technologies for the home. 
The project is contextualised by two contemporary societal trends, one political and the other 
technological.  The political trend represents a historical period of renewed social democracy in 
Anglo-American politics, framed in the UK by the rhetoric of the New Labour government.  Anthony 
Giddens (1998, 2000) recognises this trend as it is manifest in the dynamics of contemporary family 
life. 
Democratisation	   in	   the	   context	  of	   the	   family	   implies	   equality,	  mutual	   respect,	   autonomy,	  decision-­‐
making	   through	   communication	   and	   freedom	   from	   violence.	   	   Much	   the	   same	   characteristics	   also	  
supply	   a	   model	   for	   parent-­‐child	   relationships.	   	   Parents	   of	   course	   will	   still	   claim	   authority	   over	  
children,	  and	  rightly	  so;	  but	  this	  will	  be	  more	  negotiated	  and	  open	  than	  before.	  (Giddens,	  1998,	  93-­‐94)	  
Giddens describes a concept of familial democracy, which is foundational for this current project. 
Familial democracy may be viewed as an ‘ideological construct’ that establishes social and moral 
conventions for representing family, as Deborah Chambers (2001) has further observed.  The 
construct of familial democracy is closely bound to the concept of ‘home’, which is similarly a moral 
domain and a ‘cluster of meanings’ as much as it is a place (Chambers, 2003).  Photographs are found 
to play an important role in the making of ‘familial-domestic’ representations (ibid). 
The technological trend that underpins the project refers to the digitisation of communication 
technologies in the family home (Hindus, 1999, Little et al., 2009).1  Digitisation may be marked by 
the launch of the World Wide Web, over 15 years ago, as a global interface for accessing the 
Internet2; and its global scope aside, Internet connectability is now well established in and beyond 
the British home and utilised as a primary means of familial-domestic communication (Howard et al., 
2007). Photography forms part of this trend towards digitisation, with amateur digital photography 
now established as a mass market (Chute, 2003, Story, 2008).  Indeed, the contemporariness and 
pervasiveness of the digital transition is demonstrated by the recent decline of film3 and cessation of 
film camera production.4 
The two trends of democratisation and digitisation are understood to be interconnected as they 
mediate familial-domestic life.  This interconnection that may be illustrated with the recent 
publication of The Byron Review (2008).  This report was commissioned by the British government to 
explore the rights and protection of children when using Internet-enabled technologies, with mind to 
informing UK policy-making and the design of industry standards for such technologies.  It explored 
                                         
1 See also: http://www.statistics.gov.uk/focuson/digitalage.  Accessed 02. 03. 10. 
2http://en.wikipedia.org/wiki/World_Wide_Web. Accessed 22. 03. 10. 
3http://www.newscientist.com/article/mg18424690.200-farewell-film-and-thanks-for-all-the-pics.html. Accessed 
22. 03. 10. 
4http://www.cameraphonereport.com/competing_against_digital_cameras_camera_phones. Accessed 02. 11. 09. 
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2 
the mediation of digital technologies in parent-child relationships and presented implications for 
familial democracy.  Such political activities signal the timeliness of the current project, in so far as 
it explores the social implications of digital technology use within the familial context and not least 
because the digital photography market engages both parents and children.  Most broadly, the project 
explores the photographic representation of self and family at home, within the context of the 
parent-child relationships and the digitisation of home technologies. 
1.1 Background 
1.1.1 Human-computer Interaction & Everyday Experience 
The pervasiveness of digital technologies in what might be dubbed 'the everyday world' calls for 
approaches to technology design that embrace needs and desires beyond those belonging to the 
original domains of computing such as the public administration and the workplace (Fitzpatrick, 2005, 
Harper et al., 2008). There's still a lot to learn about what people want from digital technology in the 
family home, especially in terms of how computers support and shape emotional lives as other 
domestic artefacts do (Csikszentmihalyi and Rochberg-Halton, 1981).  The relationship between 
photos and digital photographic technologies (photoware) is a relevant subject for this inquiry not 
least because photos are deemed highly significant domestic artefacts (ibid). 
The following extract is taken from a foreword by Gillian Crampton Smith on Designing Interactions, a 
recent publication by Bill Moggridge (2006). 
Twenty	  years	  ago,	  when	  personal	  computers	  were	  first	  becoming	  popular,	  they	  were	  mostly	  used	  as	  
professional	  tools,	  tools	  or	  games	  machines	  for	  teenagers.	  	  The	  situation	  has	  changed	  radically.	  	  Now	  
everybody	  –	  kids,	  parents,	  grandparents	  -­‐	  uses	  them	  every	  day,	  at	  work,	  at	  school	  and	  at	  home.	   	  So	  
today	  we	  need	  to	  design	  computer	  technology	  differently,	  to	  make	  it	  a	  graceful	  part	  of	  everyday	  life,	  
like	  the	  other	  things	  we	  own:	  our	  clothes,	  the	  plates	  we	  eat	  off,	  the	  furniture	  we	  buy	  for	  our	  houses.	  
We've	  come	  to	  a	  stage	  when	  computer	  technology	  needs	  to	  be	  designed	  as	  part	  of	  everyday	  culture,	  so	  
that	   it's	   beautiful	   and	   intriguing,	   so	   that	   it	   has	   emotive	   as	   well	   as	   functional	   qualities.	   (Crampton	  
Smith,	  2006,	  xi)	  	  
In this extract, Crampton Smith provides a contemporary definition of the ‘emerging’ discipline of 
Interaction Design and its service in people’s everyday lives.  In her view, Interaction Design concerns 
the “shaping of our everyday life through digital artefacts – for work, for play, and for 
entertainment” (ibid, xi). Her premise is that technology design should support people in living their 
everyday lives, rather than make people fit their lives around technology.  This is no small challenge 
for the designer, and expertise within the discipline must draw from multiple ‘languages’ in order to 
support the increasing variety of uses that computers are put to.  Crampton Smith distinguishes 
between different kinds of technology use; the current project is concerned to support technology 
use by consumers, as opposed to ‘enthusiasts’ or ‘professionals’ (ibid, xii).   
At its core, Interaction Design engages design practice – it is about designing computer-related 
artefacts that respond to people’s interaction with them.  However, as Moggridge and Crampton 
Smith both point out, the discipline must engage with other disciplines, including Computer Science 
and Psychology, in order to understand how to design for this responsiveness - how to support the 
relationship between people, computers and their variety of uses.  This interdisciplinary exchange, 
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3 
between computation, the human sciences, and design, is formalised within the research field of 
Human-computer Interaction (HCI).5  
The current project is positioned within the HCI field because it considers how to design for people’s 
interactions with digital photographic technologies e.g. (Datta et al., 2008, Forlizzi and Battarbee, 
2004).  Formally established in the 1970’s, HCI draws upon multiple disciplines to understand people’s 
interactions with digital technologies (Sears and Jacko, 2007).  Suffice to say here that the HCI field is 
characterised by its focus on technological innovation and envisioning socio-technological futures; and 
research engages both academic and industrial communities, often in collaboration. 
Researchers in the field are currently engaged with a ‘post-desktop model’ of human-computing 
interaction known as Ubiquitous Computing (Ubicomp), in which single computational devices are 
integrated with other, distributed computational devices to serve multiple purposes, often 
simultaneously (Weiser et al., 1999).  This configuration is seen as a contemporary evolution from a 
‘desktop’ paradigm in which computers were situated artefacts serving specialised purposes; 
computation has now moved from the desktop ‘to incorporate itself more richly into our daily 
experience of the physical and social world’ (Dourish, 2001).  From HCI’s inception to the current 
time, the increased ubiquity of computing in various aspects of human experience has signalled the 
diversification of the field and its concerns, from work, efficiency and task-based interactions, to 
creative interaction, play and reflection (Grudin, 1990, Bell and Dourish, 2007, Fitzpatrick, 2005).  
The distributed nature of Ubicomp also marks human-computer interaction as an inherently social 
phenomenon (ibid). 
1.1.2 The Digitisation of Family Photography 
In the context of this current project, ‘family photography’ refers to the capture and display of 
photos that represent family, including professional or amateur and personal or shared tools and 
practices.  As a label it encapsulates Richard Chalfen’s (1987) notion of ‘home mode pictorial 
communication’ and conceptualised here as both a technology and a practice.  As a subject of HCI 
research, 'family photography' typifies the broadening of the field’s domain to, for example, 
domestic, familial and leisure activities. Indeed, there are numerous and oft-cited studies on 
photography in the HCI literature, notably (Frohlich et al., 2002, Crabtree et al., 2004, Kirk et al., 
2006); these have considered opportunities for technology innovation arising from digitised 
photographic practice in the familial-domestic setting.  Significant for HCI researchers is that family 
photography is being transformed radically through its digitisation.   
To reiterate, the digitisation of photography is part of the aforementioned trend towards the 
digitisation of domestic, familial and personal spaces. The interface to the Web has increased in its 
complexity and pervasiveness since its inception, now constituting various platforms on an array of 
personal, mobile and multi-functional digital devices.  These platforms are further supported by other 
kinds of digital connection, such as Bluetooth technology6, and networked, multi-functional devices 
represent the Ubicomp model just introduced. They also foster the personalisation of computing 
                                         
5 HCI incorporates many other disciplines, including Engineering. 
6http://www.bluetooth.com. Accessed 22. 03. 10. 
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4 
resources.  The thesis is formulated during the establishment of Web 2.0 (O'Reilly, 2005); Web 2.0 
defines a shift in the design of web applications to explicitly support social interaction and creative 
collaboration around user-generated content.7  Web 2.0 parallels the emergence of design 
sensibilities that support the provision of digital tools to enable personal creativity, e.g. 
Transformation Design (Burns et al., 2006).  Significant for the thesis is that Web 2.0 supports the 
exchange and display of digital photos (Miller and Edwards, 2007).8   Some digital personal devices, 
such as camera-phones and laptop computers, also support photo capture (Ames et al., 2010, Sarvas 
et al., 2004b). Therefore photography’s expressive tools and practices are incorporated into Ubicomp 
as it pervades domestic, familial and personal space. The practice of photography, including photo 
display, is continually being reconceptualised as the expectations brought to photographic tools 
change, along with the forms of representation that they can afford (Sarvas et al., 2005, Kindberg et 
al., 2005, Shove et al., 2007).  The phenomenon of personalisation plays into this.  
1.1.3 Photography & Family Representation 
Chalfen acknowledges the central role that film photography has played in family representation, 
drawing attention to the ways in which social psychological functions and conventions are reproduced 
through its tools and practices (Chalfen, 1987).  As Chalfen observes, by the end of the twentieth 
century, amateur photography had already become a socio-technological phenomenon that was 
potentially accessible to everyone; any person ‘could’ practice photography, if they so chose.  
However, he also notes that this ‘capability’ has been historically constrained by socio-political 
conventions (ibid).  Indeed, adult family members have dominated the film camera market, assuming 
ownership and control over camera use (Hirsch, 1999, Spence and Holland, 1991).  Due to their 
financial cost, film cameras and the associated products have been relatively inaccessible to juniors 
who are financially dependent on their parents; and with better access to these tools, adults, and, in 
particular, mothers, have assumed responsibility for the practice of family photography, being 
targeted as primary consumers of photographic products (ibid).  This includes photographic display of 
family in the home (Rose, 2004, Rose, 2005, Rose, 2003).  Whatever their symbolic function, 
photographic prints composed in frames and albums represent the singular perspective of the mother 
or, at least, an adult family member (Hirsch, 1997). 
Digitisation has facilitated the accessibility of photography to younger generations alongside older 
ones and junior family members, and especially older teenagers, have adopted an array of personal, 
mobile computers to ‘do’ photography with.9  Laptops and camera-phones, for example, incorporate 
digital photographic technologies, and the Web 2.0 era has borne witness to the creation and display 
of photographic content by younger generations.10  At the time of writing up this project (2009), 95% 
of older British teenagers (aged 16-19) own a mobile phone – a greater percentage than adults (85%), 
and whilst 46% of these teens treat their mobile ‘as a camera’, 88% of them use them to take photos 
                                         
7 http://en.wikipedia.org/wiki/Web_2.0. Accessed 22. 03. 10. 
8 http://www.flickr.com. Accessed 22. 03. 10. 
9http://www.ofcom.org.uk/advice/media_literacy/medlitpub/medlitpubrss/uk_childrens_ml/full_report.pdf. 
Accessed 13. 11. 09. 
10 http://www.cameraphonereport.com/competing_against_digital_cameras_camera_phones/. Accessed 12. 11. 
09. 
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to send to others; 67% transfer photos from their phone to a personal computer (PC); and 27% have 
made videos and uploaded these to the Internet.11  The content handled by such teens is attributed 
considerable visibility and representational power (Lampe et al., 2007, Ellison et al., 2007, 
Livingstone and Helsper, 2007).  Digital technology is thus seen as a newfound means for teenage 
emancipation to the extent that these distinctly novel and personal practices are defining current and 
future consumer markets (Schiano et al., 2002). 
One might speculate that the new intergenerational accessibility of photography has implications for 
the representational power that has been historically afforded to parents through film photography, 
along with the nature of family portrayals.  By 2008, 86% of children (aged 8-17) owned an Internet-
enabled PC in 2008 and the number of these PCs situated in children’s bedrooms had increased from 
16% to 35% since 2007.12  Junior family members are growing up with digital technology and are 
viewed, often above their parents, as technical experts within a family household (Mesch, 2006, 
Byron, 2008). This apparent shift in relative expertise has created widespread speculation in the UK’s 
news media.13  Certainly, a ‘generational divide’ has been identified, with regard to digital and 
Internet-enabled technologies more generally, between children’s perceived proficiency and efficacy 
versus their parents (Byron, 2008).  Further, teens are adopting digital photography in different ways 
to their parents (Shove et al., 2007, Van Dijck, 2008).  These findings suggest that there is much 
scope in exploring more closely the “apparent democratisation” of family photography and the nature 
of its digitisation (Shove et al., 2007, 86). 
1.1.4 Motivations 
Whilst much attention has been given to study of photographic practice in HCI, the way in which 
digitisation impacts upon families’ representational practices at home has remained, to date, under 
explored.  The implications of this impact for the social psychological functioning of family also 
remain under explored.  Without insight on this subject, it may be hard to ascertain the potential 
value of emerging photographic display technology designs and their efficacy in supporting family life.  
Junior family members now have tools to-hand to contribute to photographic representations of 
family, to create new and alternative family narratives, even.  In lieu of the above, the current 
project sets out to investigate how contemporary family photography may embrace multiple, 
intergenerational representations.  In particular it sets out to explore photo display in the home, 
noting the ways in which photographic technologies empower and constrain expression within the 
intergenerational relationship.  In this way, Photography is used as a conceptual means to explore 
social psychological functioning in family life.  The rationale for focussing inquiry on older teenagers 
will be unpacked in chapters to follow; suffice to say at this point that “adolescence is a time in 
which the democratic ideal in the family becomes an object of explicit focus as parents and teenagers 
strive towards a renegotiation of their relative positions” (Solomon et al., 2002, 965).  Hence, the 
parent-teen relationship offers a rich context for exploring the challenges to expression and 
                                         
11http://www.ofcom.org.uk/advice/media_literacy/medlitpub/medlitpubrss/ml_adult08/ml_adults08.pdf. 
Accessed 03. 11. 09 
12 http://www.ofcom.org.uk/advice/media_literacy/medlitpub/medlitpubrss/ml_childrens08/ml_childrens08.pdf. 
Accessed 03. 11. 09 
13 http://www.guardian.co.uk/media/2009/jan/19/internet-generation-parents.  Accessed 03. 11. 09. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
1. INTRODUCTION 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
6 
understanding that may be mediated by photo display within the family home. 
1.2 Theoretical Framework 
1.2.1 The Contextualised Self 
Now that the subject of inquiry has been introduced and positioned within the HCI field, the project’s 
theoretical foundations may be set out.  First, the notion of ‘social psychological functioning’ will be 
defined as it is taken up in inquiry.  In recent years, post-Positivist and phenomenological 
epistemologies have gained greater visibility within Psychology (Langdridge, 2007, Willig, 2001).  
Increasingly, the discipline has adopted theoretical lenses from other social scientific disciplines (such 
as Anthropology) to consider the human mind in the context of social, lived experience (Middleton 
and Brown, 2005). The current project is located within a discourse on ‘selfhood’ that has emerged 
from what Jerome Bruner dubs the “contextual revolution” in Psychology (1990, 106), also described 
by Harré (1992).  This emergent thinking is characterised by a conception of Self - or Cognito – as a 
cultural-historical phenomenon that is both ‘situated’ and ‘distributed’ (Bruner, 1990), and forms a 
contemporary theoretical shift away from the Positivist tradition that has characterised the ‘cognitive 
revolution’ of the late 19th century.  The ‘contextualised self’ is enmeshed with memory and 
experience, these three phenomena being conceived of (i) as inherently socio-cultural and (ii) in 
terms of processes (rather than entities).  As such, ‘the self’ is understood to be a dynamic and 
possibly multiple entity (Hermans and Kempen, 1993, Harter, 1999), defined by being in the world 
and expressed in terms of dynamic processes at an intrapersonal, interpersonal and intergroup level.  
Further, proponents of the contextual revolution draw upon dramaturgical terminology make sense of 
social psychological functioning in terms of ‘narration, ‘performance’ and ‘dialogicality’ (Bakhtin, 
1984, Bakhtin, 1986a, Bakhtin, 1993, Holquist, 1981, Mayerfeld Bell and Gardiner, 1998). 
The concept of a situated and distributed self is adopted for this doctoral project, deemed 
instructive for considering: self-presentation within the nuclear family group; the representation of 
the family at home; and intergenerational relationships between family members.  More broadly the 
project draws upon a form of existential phenomenology (Merleau-Ponty, 1945); this epistemology is 
deemed useful for exploring people’s everyday interactions with cultural artefacts (Heidegger, 1962), 
enabling the contextualised self to be positioned in relation to the tools and practices of 
photography.  Inquiry is centrally focused on the making of meaning through such interactions, and 
relationships that are formed by being in the world with others. 
1.2.2 The Contextualised Self in HCI 
The ‘contextual revolution’ in Psychology is echoed in HCI (Dourish, 2001).  HCI is historically allied 
with the ‘cognitive revolution’, but the broadening of HCI’s domain has called for an expansive set of 
epistemological lenses to acquire and handle differing forms of knowledge (Winograd and Flores, 
1987).  In recent years, a methodological orientation has emerged in the field that focuses upon the 
nature of experience in human-computer interaction (Wright and McCarthy, 2010). This orientation 
draws from post-Positivist epistemologies to explore hermeneutics and situated meaning making 
between people and things. 
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Experience-­‐centred	  design	  takes	  a	  holistic	  perspective	  on	  the	  people	  that	  use	  computers,	  seeing	  them	  
as	  active	  in	  defining	  the	  nature	  of	  the	  roles	  they	  construct	  for	  themselves	  and	  the	  relationships	  they	  
enter	  into	  with	  other	  people	  (including	  researchers	  and	  designers)	  and	  with	  technology.	  (Ibid,	  63)	  	  
These concerns resonate with the motivations of the current project and its epistemological 
positioning.  
The methodology formed for this project draws in particular from two conceptual frameworks, 
established within the HCI discourse, that are broadly phenomenological in orientation.  One 
framework is dubbed Embodied Interaction (Dourish, 2001) and the other, Technology as Experience 
(McCarthy and Wright, 2004); both offer an approach to inquiry that recognises human-computer 
interaction as being embedded in peoples everyday experience; both provide complementary analytic 
tools for exploring the Ubicomp model of computing; one is arguably orientated towards the 
contextual ‘pragmatics of interaction’ and the other to the cultural and aesthetic nature of ‘felt life’.  
In the opening to this introduction, Crampton Smith was cited in setting the challenge to designers to 
design computational systems that fit into everyday life.  The current project aims to embrace this 
challenge by engaging interdisciplinary modes of inquiry.  Social psychological inquiry is brought 
together with the creative practice of design, with expertise located in theory and practice, and 
epistemological compatibility found in Phenomenology.  The contextual revolution in HCI engages 
Interaction Design to offer practice-based methods (Sengers et al., 2005, Sengers and Gaver, 2006, 
Wright and McCarthy, 2010); these embrace a critical, interpretative stance are found to complement 
those offered in Psychology to explore the contextualised self (Lyons and Coyle, 2007).  It remains to 
be explored in the current project the extent to which this interdisciplinary approach may contribute 
useful and novel insights for HCI on the subject of interest. 
1.3 Aims & Contributions 
The research aims will now be set out.  First, the project aims to further social psychological 
understanding about the use of photo displays to represent intergenerational family 
relationships in everyday home life.  By doing so, the project hopes to contribute insights to an 
emerging discourse on a Social Psychology of Experience (Middleton and Brown, 2005). Studying the 
everyday practice of photography in family homes aims to serve as a means for understanding self-
functioning from a phenomenological perspective. 
In keeping with HCI sensibilities, a second project aim is to use this understanding to inform the 
design of domestic photographic display technologies by producing a set of ‘design considerations’ 
for use by HCI researchers.  In line with this, the project aims to contribute to HCI discourses on 
digital photography and familial-domestic display technology within the emerging Ubicomp paradigm 
(Dourish, 2001). 
A third aim is to develop an interdisciplinary methodology for combining Social Psychology and 
Interaction Design in inquiry.  This includes exploring practice-based research methods that 
incorporate the prototyping of designs for use as reflexive research tools.  The framing of design 
prototypes as a means for grounding phenomenological inquiry extends and develops existing 
approaches applied in the HCI field (McCarthy and Wright, 2004, Dourish, 2001).  In turn, the project 
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8 
hopes to make a methodological contribution, both to HCI discourses on Experience-centred Design 
(Wright and McCarthy, 2010) as well as to discourses on Selfhood in Psychology (Middleton and Brown, 
2005, Hermans and Hermans-Konopka, 2010). 
These three central aims are addressed in the theoretical and empirical research that is documented 
and discussed in the chapters to follow. 
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2. Related Work 
2.1 Dialogical Understandings of the Self 
The second chapter of the thesis builds on section 1.3 to provide a comprehensive review of relevant 
extant literature.  In the first section of this review, a theoretical understanding of ‘the 
contextualised self’ (Bruner, 1990) is developed from literature on ‘the social psychology of 
experience’ (Middleton and Brown, 2005).  These include socio-cultural accounts of self-development 
that offer a conceptual framework for exploring parent-adolescent relations and honing the project 
aims.  Strengths and weaknesses of related research are identified and emerging research questions 
for the current project are set out. 
2.1.1 Pragmatism & Selfhood 
Recently there has been renewed interest in studies of the self in Psychology and a ‘return to classic 
accounts’ of selfhood (Harter, 1999).  William James, in his seminal work Principles of Psychology 
(1890), describes the Mind as inherently purposive and selective.  In reaction to the popular Positivist 
psychology of the time, James and his fellow pragmatists maintained that meaning and truth are to 
be derived from lived experiences and practical consequences.  That is, meaning and truth are labels 
that have no relevance outside of purposeful action, so theory and practice should be co-joined in 
philosophical inquiry, not separated, hence the term ‘purposive’.  By extension of this thinking, 
James arrives at a notion that philosophical contemplation should draw from lived experiences and 
incorporates the meanings and interpretations of that experience, hence the term ‘selective’.   
Arguably, James introduces the conception of Selfhood that marks Bruner’s ‘contextual revolution’, a 
century later (Bruner, 1990). Therefore, James’ work forms the theoretical basis of this project, 
focusing an empirical lens upon experiential accounts of everyday lives.  James envisages that the 
self, as psychological construct, is composed of two central phenomena, the ‘I’ and the ‘Me’: ‘I’ 
refers to the subjective or ‘knowing’ self; and ‘Me’ refers to the objective or ‘known’ self.  The ‘Me’ 
can be multiple and extend beyond the intramental, for example to the body, clothes, the fabric of 
home, which can all be used to identify oneself.  In this way James recognises the ‘situated’ and 
‘distributed’ self that Bruner later refers to.  Arguably, he starts the process of contextualising, or 
decentralising, Selfhood: the self as a concept is extended into the environment; and artefacts 
surrounding the self may 'belong' to the self.  His ideas serve to fore ground relationships between 
‘the self’ and ‘others’. 
2.1.2 Social Selves 
Other proponents of Pragmatism include John Dewey (1934) and George Herbert Mead (1934). Mead, 
after James, fosters the notion of the ‘social self’, developing the ‘I’ and ‘Me’ further.  His analytic 
focus is on the self as emerging from sociality and he speculates that individuality is achieved through 
the demonstration of reflexivity.  As Morris observes in his foreword to the above publication:  'Mead 
finds the distinguishing trait of Selfhood to reside in the capacity of the minded organism to be an 
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object to itself' (ibid, xxiii).  This involves taking on the roles of other people, or, in terms of action, 
making gestures that are socially meaningful to others.  Thus, the development of the self as a 
‘minded organism’, as ‘human actor’, involves taking on these multiple social roles.  Note the 
introduction of dramaturgical language here.  Mead contends that the ‘I’ is developed by its 
recognition of these roles and their incorporation in the ‘I’ as numerous ‘Me’s.  Moreover, 
internalisation of social roles, as reflective thought, enables innovation: roles are transformed as the 
social self becomes moral, creative and agentic.  So self-development and creativity are dependent 
on self-other relationships. 
Mead articulates a social role, or identity, as a ‘generalised other’.  This comprises one or of a 
number of symbols that are meaningful (intelligible) to a social group at-large.  Blumer, after Mead, 
refers to these symbols as ‘significant symbols’, coining Symbol Interactionism as a methodological 
framework to observe their mediation in human interaction, including how they are reinterpreted or 
defined in context (Stryker, 1980).  Through this lens, the self is conceived not as an epiphenomenon, 
rather as a construct that is functional in development (Harter, 1999).  
2.1.3 Symbolic Exchange & Development 
Symbolic Interactionism attends in particular to how a child’s sense of self and her understanding of 
the world develop through her interactions with parents (Stryker, 1980).  Russian cultural theorist, 
Vygotsky, in parallel to the American pragmatists, has also pursued this socio-cultural approach to the 
developing self.  Vygotsky coins the term ‘cultural mediation’ to consider the functional role of 
symbolic knowledge and social rules that are internalised by juniors as they develop meaningful lives.  
Vygotsky’s ideas have been compared to Mead’s (Glock, 2005) and have also heavily influenced 
Bruner’s proposal.   
To reiterate, significant here is that the process of internalisation is viewed as a function of 
development (Glock, 2005, 25).  Vygotsky’s appreciation of the social context for self-development 
paves the way for understanding individual differences in developmental trajectories.  His approach 
presents an alternative to Piaget’s ‘stages’ of development.  Susan Harter has given emphasis to this 
in her contemporary account (Harter, 1999, Harter, 2003).  Harter is one of a number of psychologists 
showing renewed interest in the social basis of the developmental process.  Self-development, she 
suggests, is increasingly viewed as being a continuous rather than discontinuous process, in 
recognition potential differences for different developmental ‘pathways’ contingent on the nature of 
lived experience (Harter, 1999, 30). 
Harter expands upon Mead and James’ conceptions of I and Me to articulate the social construction of 
self towards adulthood.  In Harter’s view, juniors in early adolescence construct self-representations 
from the ‘trait labels’ and ‘roles’ they encounter socially.  However, young adolescents do not 
observe contradictions or conflict between the different ‘selves’ (or ‘Me’s) that they have created.  
Contradiction or conflict becomes apparent through the course of adolescence when they are 
preoccupied with defining and distinguishing role-related selves.  This can be a confusing and 
potentially traumatic time because the teenager (teen) lacks the ability to integrate or make sense of 
the multiplicity.  
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During	  adolescence,	  the	  emergence	  of	  abstract	  thinking,	  introspection,	  and	  self-­‐reflection	  moves	  self-­‐
representations	  to	  a	  new	  level	  in	  that	  the	  teenager	  is	  compelled	  to	  differentiate	  his/her	  attributes	  into	  
multiple	   role-­‐related	   selves.	   (…)	   	  However,	   the	   adolescent	   does	   not	   yet	   have	   the	   cognitive	   skills	   to	  
create	   such	   an	   integrated	   self-­‐portrait.	   	   As	   a	   result,	   given	   the	   normative	   proliferation	   of	   multiple	  
selves,	   he/she	   will	   experience	   conflict	   over	   self-­‐attributes	   in	   different	   roles	   that	   are	   seemingly	  
contradictory.	  	  This	  multiplicity,	  in	  turn,	  provokes	  concern	  and	  confusion	  over	  which	  is	  the	  real	  self.	  
(Harter,	  1999,	  72)	  
There’s a sense that the adolescent struggles at times to ‘integrate’ the multiple social selves.  
In later adolescence, “potentially contradictory attributes are no longer described as characteristics 
in opposition to one another” (ibid, 79).  The older adolescent is seen to make sense of apparent 
contradictions rather than experience them as traumas in the self.  Hence adulthood is somewhat 
signalled by the meaningful integration of multiple selves into a coherent self-concept: “(t)he older 
adolescents come to the conclusion that it is desirable to be different across different relational 
contexts” (Harter, 1999, 81). 
Their ability to present different roles in particular contexts is seen to enhance the way others view 
the self, fostering positive self-worth.  Older teens focus on personal goals and the creation of ‘future 
selves’ that “function as ideals to which one aspires” (Harter, 1999, 79).  This is coupled with 
increased autonomy: expectations of significant others fade; career choice, for example, might not 
conform to the parents’ choice.  In parallel, many developmental studies have shown that older teens 
try to stay connected to parents whilst they establish autonomy.  Harter posits that contradictory 
traits are ‘normal’ in adolescents14.  Yet, she suggests, making sense of these traits does not come 
‘automatically’ to adolescents and could be positively ‘assisted’ through ongoing dialogue and 
continued guidance by caregivers into adulthood. 
2.1.4 The Dialogical Self 
In another recent publication, The Dialogical Self: Meaning as Movement, Hermans and Kempen 
(1993) further develop James’ notion of ‘I’ and multiple ‘Me’ roles.  The authors point out that, 
whilst Mead focuses on how sociality is internalised, he doesn’t describe the process of internalisation 
in any detail. Mead’s predecessor James does, more so than Mead, considering how multiple, 
internalised ‘me’s’ could potentially exist in conflict with one another, to be resolved by the 
organising ‘I’.  However, neither James nor Mead considers in any detail how the individual might 
transform social roles. 
Hermans and Kempen speculate that the self has no single organising core; no essential ‘I’ position 
that organises multiple social selves represented as ‘me’ roles. They reconceptualise selfhood as a 
‘relational phenomenon’ constituting multiple ‘I-positions’ that engage in dialogue with one another 
(Hermans and Kempen, 1993, xxi).  So, for example, ‘I-as-mother’, ‘I-as-wife’ and ‘I-as-photographer’ 
may ‘belong’, along with other ‘I positions’, to an individual person, each I-position being endowed 
with a voice.  
In the authors’ view, multiple ‘I-positions’ acquire particular meaning for the individual by being set 
in spatio-temporal relationships with one another, in intrapersonal as well as interpersonal and 
                                         
14 ‘Normal’ is interpreted here to mean ‘functioning healthily’. 
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12 
intergroup dialogue: the I-positions of one self may be in dialogical relationships with ‘I positions’ of 
other persons, but also in the absence of other persons: “the notion of dialogue opens up the 
possibility of differentiating the inner world of one and the same individual in the form of an 
interpersonal relationship” (Hermans, 2001b, 245).  This concept of dialogicality accounts for the 
processes at play in the ‘meaningful integration of multiple selves’ that Harter speaks of. 
‘External I-positions’ describe the voices of other ‘people and objects in the environment that are in 
dialogic relation to one or more ‘internal I-positions’. 
External	   positions	   refer	   to	   people	   and	   objects	   in	   the	   environment	   that	   are,	   in	   the	   eyes	   of	   the	  
individual,	  relevant	  from	  the	  perspective	  of	  one	  or	  more	  of	  the	  internal	  positions	  (e.g.	  my	  colleague	  
Peter	  becomes	  important	  to	  me	  because	  I	  have	  an	  ambitious	  project	  in	  mind).	  …	  	  In	  reverse,	  internal	  
positions	  receive	  their	  relevance	  from	  their	  relation	  with	  one	  or	  more	  external	  positions	  (e.g.	  I	  feel	  a	  
mother	   because	   I	   have	   children).	   	   In	   other	   words,	   internal	   and	   external	   positions	   receive	   their	  
significance	  as	  emerging	  from	  their	  mutual	  transactions	  over	  time.	  	  It	  should	  be	  noted	  that	  all	  these	  
positions	   …	   are	   I-­‐positions	   because	   they	   are	   part	   of	   a	   self	   that	   is	   intrinsically	   extended	   into	   the	  
environment	  and	  responds	  to	  those	  domains	  in	  the	  environment	  that	  are	  perceived	  as	  ‘mine’	  (e.g.	  my	  
friend,	  my	  opponent,	  my	  place	  of	  birth).	  (Hermans,	  2001b,	  252)	  
By negating the existence of an essential ‘I’, Hermans and Kempen (1993) and Hermans (2001b) 
collapse the dichotomy between ‘I’ and ‘Me’ and the notion of an essential self.  
Consequently, Mead’s notion of the social self is developed into a ‘dialogical self’ that is radically 
decentralised.  
The	   dialogical	   self	   is	   conceived	   as	   social	   …	   in	   the	   sense	   that	   other	   people	   occupy	   positions	   in	   the	  
multivoiced	   self.	  …	  This	   is	  not	   to	  be	  equated	  with	   taking	   the	   role	  of	   the	  other	   (Mead	   1934),	   as	   this	  
expression	   implies	  that	  the	  self	   takes	  the	  actual	  perspective	  of	   the	  other,	  outside	  the	  self.	   	  Rather,	   I	  
construe	   another	   person	   or	   being	   as	   a	   position	   that	   I	   can	   occupy	   and	   a	   position	   that	   creates	   an	  
alternative	  perspective	  on	  the	  world	  and	  myself.	  	  This	  perspective	  may	  or	  may	  not	  be	  congruent	  with	  
the	  actual	  perspective	  of	  the	  actual	  other,	  which	  can	  be	  checked	  by	  entering	  into	  conversation	  with	  
the	  other.	  	  In	  addition,	  however,	  the	  other	  may	  be	  largely	  the	  product	  of	  imagination	  and	  can	  even	  be	  
completely	  imaginary.	  (Hermans	  et	  al.,	  1992,	  29)	  
Their approach, then, enables the psychological study of ‘meaning [making’ in terms of the 
‘movement’ between dialogical ‘positions’ of multiple voices within and beyond the individual.  Their 
conceptualisation of the dialogical self has since been developed into a formal theory, entitled 
Dialogical Self Theory, (DST), (Hermans and Hermans-Konopka, 2010) and a field of research, 
Dialogical Science.15 
2.1.5 Dialogism & Narrative  
The notion of dialogicality in conceptualising selfhood is not new, as Hermans and Kempen (1993) 
expound.  They situate their work within the recent paradigm shift observed by Bruner above, to 
consider the “multiplicity of identity” and the self as a “multifaceted phenomenon and “a highly 
dynamic process” (Hermans and Kempen, 1993, 33, original emphasis).  Their explicit positioning 
within the contextual revolution is significant for this review: the authors’ formulation of the 
dialogical self incorporates ‘narrative’ conceptions of the self that are articulated by Bruner’s 
colleagues and contemporaries. 
Hermans and Kempen’s point of departure is Vico’s 17th century consideration of the embodied mind, 
                                         
15 http://www.dialogicalscience.org. Accessed 25. 03. 10. 
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13 
the ‘corporeal imagination’ (ibid, 4).  Embodiment in dialogic terms refers to one’s participative 
status of being in the world and acting through the body.  The authors link this notion of embodiment 
to contemporary ‘Narrative’ approaches in Psychology (Bruner, 1990), whereby self-presentation is 
necessarily extrapolated in embodied, situated action.  They point to Sarbin’s work (ibid, 18); Sarbin 
draws upon the dramaturgical notion of a narrative ‘plot’ to analyse self-concepts (Sarbin, 1986).  
Emplotment and the nature of unfolding events exist in a dynamic relationship, one within which 
narrative is organised, towards the demands of a given situation; narrative is rhetorical and directs 
action, fostering intentionality and goal-orientation.  In Sarbin’s thesis, James and Mead’s distinction 
between ‘I’ and ‘Me’ is translated as ‘author’ and ‘actor’ respectively.16  Hermans and Kempen also 
refer to Gergen and Gergen (1988) on how narrative brings unity coherence to Selfhood (Hermans and 
Kempen, 1993, 26).  Gergen and Gergen argue that time is an organising factor: a coherent self-
concept emerges across time. 
2.1.6 Bakhtin & Polyphony 
In developing their view of a dialogical self, Hermans and Kempen build on the work of Mikhail 
Bakhtin and his discourse on ‘polyphony’ (Holquist, 1981, Bakhtin, 1984, Bakhtin, 1986a, Bakhtin, 
1993). Historically, Bakhtin has been pigeonholed as a literary critic, although his ideas have 
increasingly been adopted by social psychologists concerned with hermeneutical inquiry (Mayerfeld 
Bell and Gardiner, 1998).17  Bakhtin offers up a theory of the self that resonates with Mead by 
attending to individuality: there is no self without ‘the other’; at the same time individuality is 
continually shaped by the ‘attitudes of others’.  Echoing James and Mead, Bakhtin coins three 
constituents of the self that encapsulate this: ‘I-for-myself’ refers to how one views oneself;  ‘I-for-
others’ refers to how others view the self; and ‘Others-for-me’ refers to how the self views others 
(Bakhtin, 1993). 
The	  world	  in	  which	  a	  performed	  act	  orients	   itself	  on	  the	  basis	  of	   its	  once-­‐occurrent	  participation	  in	  
Being	  -­‐	  that	  is	  the	  specific	  subject	  of	  moral	  philosophy.	  ...	  This	  is	  a	  world	  of	  proper	  names,	  a	  world	  of	  
these	   objects	  and	  of	  particular	  dates	  of	   life.	   ...	  But	   these	  concretely	   individual	  and	  never-­‐repeatable	  
worlds	   of	   actual	   act-­‐performing	   consciousness	   …	   include	   common	  moments	   -­‐	   not	   in	   the	   sense	   of	  
universal	   concepts	   or	   laws,	   but	   in	   the	   sense	   of	   common	  moments	   or	   constituents	   in	   their	   various	  
concrete	   architectonics.	   ...	   These	   basic	   moments	   are	   I-­‐for-­‐myself,	   the	   other-­‐for-­‐me,	   and	   I-­‐for-­‐the-­‐
other.	  ...	  All	  spatial-­‐temporal	  values	  and	  all	  sense-­‐content	  values	  are	  drawn	  toward	  and	  concentrated	  
around	  these	  central	  emotional-­‐volitional	  moments:	  I,	  the	  other,	  and	  I-­‐for-­‐the-­‐other.	  (Bakhtin,	  1993,	  
41)	  	  
Whilst Bakhtinian theory echoes that of Mead and James, it is distinguished by focussing on 
interactional processes between multiple selves, which is why Hermans and Kempen use it to 
centrally inform DST.  This focus is recognised by contemporary social scientists that study the 
contextualised self. 
For	   Bakhtin,	   the	   self	   is	   an	   embodied	   entity	   situated	   in	   concrete	   time	   and	   space,	   and	   which	   is	  
constituted	  in	  and	  through	  its	  dialogical	  relations	  with	  others	  and	  the	  world	  at	  large.	  	  The	  subject	  is	  
certainly	  decentred,	  but	  not	  erased	  altogether,	  for	  Bakhtin	  places	  a	  considerable	  premium	  on	  human	  
                                         
16 Goffman (1959) also used dramaturgical language to describe self-functioning in a social context, although 
description of his ideas is beyond the scope of this review. 
17 Collections of Bakhtin’s writings have been translated from Bakhtin’s native Russian, edited and published 
posthumously; it is these posthumous publications that have centrally informed Anglo-American social scientific 
discourses. 
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creativity,	  responsibility	  and	  agency.	  (Mayerfeld	  Bell	  and	  Gardiner,	  1998,	  6)	  
Note further that Bakhtin’s ideas are resonant with existential phenomenology and philosophies of 
embodiment taken up in social science (Mayerfeld Bell and Gardiner, 1998).  They have also been 
usefully applied in the HCI field (Wright and McCarthy, 2005), as will be elaborated in section 2.2.  As 
shall become apparent, Bakhtinian theory proves instructive for understanding intergenerational 
relationships between people and photos, enabling an analytic focus on the aesthetic and moral 
contracts that ‘colour’ these relationships. 
Bakhtin develops a thesis on the ‘polyphonic’ self based on the narrative structure of the modern 
novel, and in particular, the work of Dostoyevsky (Bakhtin, 1984).  Bakhtin points to Dostoevsky’s 
depiction of multiple characters’ perspectives that are in dialogical relation with one another 
(Dostoevsky, 1846), including ‘real’ and ‘imagined’ actors.  Bakhtin uses this multiplicity as a model 
for conceptualising the self from a dialogical perspective: consciousness is simultaneously individual 
and in dialogue with other consciousnesses (also see Hermans & Kempen (1993, 41)).  Significant for 
this review is that Bakhtin’s conception of the dialogical self, represented by the polyphonic novel, is 
uncompromisingly individual as well as social: each character retains her autonomy within the 
polyphony. 
Drawing directly from Bakhtin, Hermans and Kempen develop the dialogical self in relation to Sarbin’s 
Narrative conception of self. 
Whereas	  in	  Sarbin’s	  (1986)	  version	  of	  the	  self-­‐narrative	  a	  single	  author	  is	  assumed	  to	  tell	  a	  story	  about	  
himself	  or	  herself	  as	  an	  actor,	  the	  conception	  of	  the	  self	  as	  a	  polyphonic	  novel	  goes	  one	  step	  further.	  	  
It	  permits	  the	  one	  and	  the	  same	  individual	  to	  live	  in	  a	  multiplicity	  of	  worlds	  with	  each	  world	  having	  
its	  own	  author	  telling	  a	  story	  relatively	  independent	  of	  the	  authors	  of	  the	  other	  worlds.	  	  Moreover,	  at	  
times	   the	   several	   authors	  may	   enter	   into	   dialogue	   with	   each	   other.	   	   The	   self,	   conceptualised	   as	   a	  
polyphonic	  novel,	  has	  the	  capacity	  of	   integrating	  the	  notions	  of	   imaginative	  narrative	  and	  dialogue.	  
(Hermans	  and	  Kempen,	  1993,	  46-­‐47)	  
Just as there is no ‘omniscient’ author in the polyphonic novel, so ‘I-positions’, as ‘relatively 
independent’ authors, unfold narratives (akin to presentations of ‘Me’) of the self in dynamic, 
dialogical relation.  In place of personality traits as constituents of a relatively homogeneous ‘Self’, 
voices are ‘characters’ that drive multiple narratives and representations in ‘a multiplicity of worlds’.  
Multiple worlds are experienced in terms of an imaginal space “populated by positions” (1993, 166), 
each position affording perspectives on other positions.  Imaginal space is ‘intimately intertwined’ 
with physical space and encountered as a perceptible reality that is co-constructed with others 
(Hermans, 2001b, 252). 
Hermans and Kempen develop the idea of ‘positioning’ multiple voices on the ‘imaginal landscape.’  
After Harré and Van Langenhove (1991, 394), they advocate use of the terms ‘position’ and 
‘positioning’ over ‘role’ because the former reflect dynamism whereas ‘role’ reflects statics: “like 
the authors in Dostoevsky’s novels, the different authors, localised at different positions in the 
imaginal landscape, may enter into dialogical relationships with one another, agreeing or disagreeing 
with each other” (Hermans and Kempen, 1993, 47).  Sarbin’s imaginal landscape is viewed as a ‘field 
of tension’.  Voices are, then, ‘localised’  - or spatialised, sometimes conflicting, sometimes 
agreeing. When voices conflict, the self is ‘fragmenting’; and when they agree, the self is 
‘synthesising’ (ibid, 80).  Their notion of a multiple, sometimes conflicted self aligns with the concept 
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15 
of Possible Selves construed by Markus and Nurius (1986) and also Harré and Langenhove’s Positioning 
Theory (1991).  Both theories account for self-presentation in terms of multiplicity, power relations 
and spatio-temporal situatedness: we present ourselves in particular ways to particular people, in 
particular contexts and power relationships, and in terms of the past, present and future. 
It is important to distinguish Bakhtin’s Dialogism from other narrative theories of selfhood.  Jennifer 
de Peuter notes how, although all are 'premised' on relationality, "where the theory of narrative 
identity seeks the structuring properties of the self in narrative organization (sic), dialogism seeks the 
liminal self: the self on the boundary of identity and difference" (1998, 45).  Through DST, Hermans 
and Kempen attempt to account for the liminality that Bakhtinian theory expresses. 
2.1.7 Dominance in Self-other Relations 
Hermans and Kempen attempt to explain why certain aspects to self appear dominant at particular 
times.  Some voices, they suggest, assume relative dominance during dialogical exchanges, whilst 
others may be suppressed. They dub this phenomenon ‘dominance reversal’ and present empirical 
findings that demonstrate its occurrence during exercises in self-reflection (1993, 85).  
Their thesis is that multiple voices or ‘positions’ of the self are continually subject to dominance 
reversal. “Dominance”, the authors suggest, “is an intrinsic feature of dialogue” (ibid, 168) and, in 
turn, dialogical power dynamics create acts of meaning. 
Meaning	  emerges	  from	  dialogical	  movements	  between	  I	  positions.	   	  More	  specifically,	   the	  process	  of	  
meaning	   construction	   requires	   the	   explanation	   of	   four	   terms:	   imaginal	   space,	   positions,	   exchange,	  
and	  dominance.	  (Ibid,	  165.)	  
Through the spatio-temporal patterning of activity between positions in the imaginal space, meanings 
are generated.  Meaning making constitutes an ongoing process of self-development and renders the 
dialogical self an ‘unfinalisable’ composition. 
Hermans and Kempen relate the notion of dialogicality and dominance to culture and society.  In the 
process, they re-define Mead’s ‘generalised other’ as a ‘collective voice’. 
The	  kernel	  of	  our	  proposal	   is	   that	   the	  generalized	  other	   is	   reformulated	  as	   a	   collective	  voice.	   	  As	  a	  
collective	   voice,	   the	   individual	   speaks	   the	  words	   of	   the	   group,	   social	   class,	   or	   society	   to	  which	   the	  
individual	  belongs	   and	   reflects	   the	  unity	  of	   the	  group,	   class,	   or	   society.	   	  However,	   collective	   voices	  
may	   also	   conflict,	   oppose,	   and	   disagree	   with	   one	   another,	   with	   the	   result	   that	   one	   voice	   becomes	  
more	  dominant	  than	  the	  other.	  (Ibid,	  114)	  
In their view, collective voices can ‘constrain or even suppress’ internal voices of an individual.  This 
is because dialogical relationships are historically embedded in cultural patterns of positioning, 
determining that certain voices are privileged over others in a given social context (Hermans, 2001b).   
An individual can identify with numerous cultural groups and institutions.  For example, a woman is a 
wife to her husband on her wedding day and a then a mother to her child on the child’s first day at 
school. In the course of social interaction, patterns of turn taking are contingent on power 
relationships between speakers, resulting in ‘interactional dominance’ or ‘topic dominance’ through 
which particular voices are rendered salient. 
On	  the	  basis	  of	  one’s	  social	  position	  in	  an	  institution,	  some	  people	  have	  more	  opportunity	  to	  take	  the	  
role	  of	  power	  holder	   than	  do	  others.	   	  Parents,	   for	   example,	   are	   in	   a	  position	   to	  extensively	  use	   the	  
dominance	  aspects	  of	   the	  dialogue,	  so	  that	  children	  do	  not	  have	  much	  opportunity	  to	  express	   their	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views	  themselves.	  	  It	  is	  quite	  easy	  for	  parents	  to	  ‘steal’	  the	  child’s	  turn	  or	  to	  reformulate	  or	  correct	  the	  
child’s	  contribution.	  …	  (T)he	  notion	  of	  social	  power	  or	  dominance	  is	  an	  intrinsic	  feature	  of	  dialogical	  
processes	   and,	   moreover,	   closely	   associated	   with	   the	   position	   a	   person	   occupies	   in	   a	   particular	  
institution.	  (Hermans	  2001,	  265)	  
Selves and cultures become a multiplicity of positions “among which dialogical relationships can be 
established” (2001, 243).  They are “dynamic systems located in a field of tension between unity and 
multiplicity” (ibid, 275).  
The basis for this ‘merging’ of self and culture is that collective voices are part of the self.  Hermans 
draws upon Wertsch (1991) to develop the dialogical self as a cultural system, attending to ways in 
which groups behave within individuals. 
Cultures	  can	  be	  seen	  as	  collective	  voices	  that	  function	  as	  social	  positions	  in	  the	  self.	  	  Such	  voices	  are	  
expressions	   of	   embodied	   and	   historically	   situated	   selves	   that	   are	   constantly	   involved	   in	   dialogical	  
relationships	  with	  other	  voices.	  	  At	  the	  same	  time	  these	  voices	  are	  constantly	  subjected	  to	  differences	  
in	  power.	  (Hermans,	  2001b)	  
A dialogical approach to culture scrutinises activity at cultural boundaries. There is no ‘essential’ 
culture, rather continuous exchange through which multiple cultures are combined and transformed. 
Dominance within exchange leads to the salience, distribution and embedding of certain cultural 
practices over others. 
Academic communities of practice, including Psychology’s engagement with other disciplines, are 
given as an example of collective voices in interaction.  Thinking about the positioning of the 
researcher and the object of her research, Hermans presents the basis for developing an 
interdisciplinary methodology in the current project that incorporates practice-based research (e.g. 
Interaction Design) into psychological inquiry. 
Conceiving	  self	  and	  culture	  as	  a	  multiplicity	  of	  positions	  with	  mutual	  dialogical	  relationships	  entails	  
the	  possibility	   of	   studying	   self	   and	   culture	   as	   a	   composite	   of	   parts.	   	   This	   enables	   the	   researcher	   to	  
move	  from	  theory	  to	  detailed	  empirical	  evidence	  and,	  back,	  from	  empirical	  work	  to	  theory.	  (Hermans,	  
2001b,	  243)	  
We	  propose	  that	  conceiving	  the	  self	  as	  dialogical	  is	  imperative	  for	  a	  psychology	  that	  is	  broadening	  its	  
cultural	  and	  historical	  boundaries.	  (Hermans	  et	  al.,	  1992,	  31)	  
This dialogic way of thinking resonates with Bruner’s (1990) contextual revolution. 
2.1.8 Dialogism & Remembering 
Bruner (1990) refers to self-processes in terms of autobiography and the recounting of experience; 
self-representation and acts of remembering appear somewhat entwined.  As with selfhood, memory 
may be conceptualised as a cultural-historical phenomenon that is central to lived experience and 
social relationships.  However, to date, no cultural accounts of remembering have made explicit 
reference to Dialogism; part of the contribution of this review to the self-psychology literature is 
draw together accounts on memory processes that resonate with DST accounts set out above – the 
rationale being that acts of remembering are found to be central to the ‘cluster of meanings’ that 
define family homes, populated by photos (Chambers, 2003, Csikszentmihalyi and Rochberg-Halton, 
1981). 
In his definition of Cultural Memory, Jens Brockmeier brings together a collection of “hybrid 
perspectives” from multiple disciplines beyond psychology that, although heterogeneous, subscribe to 
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Bruner’s approach and eschew institutional separations (2002, 12).  These studies account for 
dominance and subversion of voices in the shaping of lived experience.  Like Hermans and Kempen 
(1998), Hermans (Hermans, 2001b) and Hermans and Dimaggio (2007), Brockmeier explicitly 
contextualises a multiple, situated and distributed self within the ‘hybridisation’ of cultures.  
David Middleton and Steven Brown take Brockmeier’s ideas forward in their recent publication, 
entitled The Social Psychology of Experience (Middleton and Brown, 2005).  Although they do not 
refer to Dialogism directly, they conceptualise remembering as a ‘relational process’ that is localised 
in lived experience.  Their account is considered to be a radical departure from the traditional, 
experimental study of memory that attempts to isolate memory processes as intramental (Baddeley, 
1992).  It is, rather, aligned with anthropological and historical approaches outside of mainstream 
Psychology. 
The authors take Bartlett’s concept of ‘organised settings’ as their point of departure. This concept 
describes the organisation of past experiences between people and their environments as a situated 
network of dialogic relations. Performances of rituals and other commemorative practices are the 
products of such settings: “(w)hat Bartlett tries to capture is the essential integration of individual 
mentality and culture, or the interdependency of cognition, affect and cultural symbols” (Middleton 
and Brown, 2005, 1).  An organised setting offers positive and creative constraints to the individual: 
“to exist within an organized (sic) setting is to have some of the burden of being forced to continually 
adjust to the changing vicissitudes of the environment removed” (ibid). 
But ‘organised setting’ is a vague formulation for the authors, and paradoxical: lived experience feels 
personal and continuous as well as social, situated and dynamic.  This paradox is, seemingly, 
“Bartlett’s problem” (ibid, 33).  The authors proceed to link together the work of Maurice 
Halabwachs and Henri Bergson to formulate a theoretical foundation upon which the individual and 
the social acts might be articulated for psychological inquiry. 
For Halabwachs, it is impossible to conceive of an asocial act of remembering; individual acts of 
remembering are fostered through group membership.  Echoing Bakhtinian positioning, the act is 
always situated and distributed, as Middleton and Brown note: “(t)he activity of remembering draws 
on the resources that become available when we ‘place ourselves in the perspective of the group’” 
(2005, 37). 
The	  group	  is	  neither	  the	  source	  of	  the	  memories,	  nor	   is	   it	  an	  entity	  with	  the	  capacity	  to	  remember.	  	  
Instead,	  Halabwachs	   identifies	  a	   ‘collective	   framework’	  of	   activities	   that	  become	  embedded	  –	  or	  we	  
might	  say,	  ‘actualised’	  –	  within	  the	  permeable	  boundaries	  established	  by	  the	  group.	  (Ibid,	  38)	  
Like an organised setting, a collective framework is a network of relationships that extends the 
content and form of remembering beyond the individual,  “a series of images of the past and a set of 
relationships that specify how these images are to be ordered” (ibid, 39).  By holding these images in 
particular relation, a collective framework serves to homogenise, and conventionalise, acts of 
remembering within a group, so that an individual, during recollection, might call upon the 
recollections of others (ibid).  The agency afforded to individuals by collective frameworks echoes 
that afforded by collective voices (Hermans and Kempen, 1993).  Significantly, however, the two 
concepts differ because the former resists the internalisation of content by the individual.   
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Within the collective framework, the creation of dialogical relations is accompanied by a process 
whereby the group physically inscribes itself in a place.  Middleton and Brown interpret this as 
‘territorialisation’.  Halabwachs suggests that, because collective frameworks become embodied in 
place, they cannot be entirely abstract phenomena and can, therefore, persist in a place without 
people.  Herein is found an account of how the continuity of experience might be achieved despite 
ever shifting of dialogical relations. 
But Middleton and Brown observe limits to Halabwachs thinking in this respect. Halabwachs posits 
that personal consciousness is always just an inflection of an abstracted ‘impersonal’ consciousness 
that emerges from collective frameworks through their embodiment. For Middleton and Brown, 
Halabwachs’ theory is orientated towards abstract social structures and does not account for the 
homogeny of felt life. 
2.1.9 Experience of Time Passing 
In order to overcome what they see as “the spatial bias at work” in Halabwachs thinking (ibid, vii) 
Middleton and Brown turn to Henri Bergson. Bergson’s work connects back to James (1890), who 
coined the phrase ‘stream of consciousness’ to emphasise the continuity and flow of subjective lived 
experience.  Bergson conceives of ‘duration’ along similar lines. Duration is “the experience of time 
passing” (ibid, 62). 
Those	  forms	  that	  we	  perceive	  are	  akin	  to	  ‘snapshots’	  or	  provisional	  viewpoints	  on	  ‘the	  open	  whole’	  of	  
a	  ceaselessly	  changing	  world.	  	  Although	  fundamentally	  we	  exist	  in	  a	  ‘fluid	  continuity	  of	  the	  real’,	  we	  
are,	  nevertheless,	  able	  to	  actively	  ‘cut	  out’	  or	  isolate	  discrete	  forms	  within	  that	  flux.	  	  The	  crucial	  point	  
for	  Bergson	  is	  that	  these	  forms	  are	  products	  or	  outcomes	  relative	  to	  our	  particular	  perspectives	  –	  they	  
are	  not	  reality	  itself	  (1998:	  300-­‐2).	  (Ibid,	  61.)	  
To Bergson, perception is a ‘snapshot’ of the indivisible flow of living experience. Reality is a process 
of change. 
By extension, the living experience of the present is the edge of duration, the ‘entirety of the past’, 
as it “gnaws into the present” (ibid, 220).  Remembering is part of a state of perpetual becoming. As 
Middleton and Brown describe: “‘Pure memory’ is Bergson’s term for the ongoing, automatic 
preservation of the past” (ibid, 73).  Specifically, remembering is a process of ‘actualisation’ whereby 
a ‘field of action’ is cut out of this ceaseless accumulation. By coining these terms, Bergson 
articulates what Middleton and Brown refer to as the “necessary objectification of experience” (ibid, 
158).  
Bergsonism essentially refers to the spatialisation of remembering yet presents an alternative to the 
traditional container metaphors for Memory and recollection (see Baddeley (1992)): it is one of 
relations instead of things.  Bergson does not deny the neural architecture of the brain, but he 
approaches the brain differently, as “a mediator of Memory” (ibid, 78).  Middleton and Brown’s 
reading of Bergsonism implicitly articulates a dialogical self: the individual becomes aware of her own 
duration as comes into contact with other durations.  Bergson refers to this experience of relativity 
as ‘Intuition’, accounting, too, for the feeling of continuity experienced as selfhood.  Lived 
experience is defined by the dialogical relationship of durations.  This is the crux of Middleton and 
Brown’s interpretation as it informs a Social Psychology of Experience. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
19 
A	  ‘social	  psychology	  of	  experience’	  would	  set	  itself	  the	  task	  of	  understanding	  the	  relationship	  between	  
the	  ‘spatialised’	  forms	  our	  experience	  takes	  and	  our	  ‘unlimited’	  forms	  of	  experience.	  	  This	  very	  broadly	  
maps	   onto	   Bartlett’s	   concern	  with	   how	   experience	   is	   afforded	  within	   organised	   settings…	   	  We	   see	  
such	   a	   project	   as	   building	   on	   work	   in	   socio-­‐cultural	   and	   discursive	   psychology.	   (Middleton	   and	  
Brown,	  2005,	  224)	  
The authors express their affinity with psychological discourses that harness Narrative approaches 
(Bruner, 1990) to understand lived experience. 
2.1.10 Artefacts & Agency 
Middleton and Brown highlight the mediating function of cultural artefacts and their “critical” 
interplay with duration in terms of their own relative durations (2005, 157).  Here, the authors 
incorporate Bruno Latour’s (1999) concept that all humans and non-humans are agents in ‘networks of 
translations’: “(w)e can analyse the circulation and dispersal of mediating artefacts as they produce 
chains or networks of translations, but with the proviso that what is thereby tied together is not 
merely the capacity to act, but also the respective durations of people and artefacts” (Middleton and 
Brown, 2005, 210).  Memory, the authors emphasise, is objectified (actualised) via artefacts as a 
pragmatic means to stabilise the past in the present. 
Objects	   can	   serve	  as	   the	  mediational	  means	  by	  which	  we	  may	  establish	  a	  particular	   relationship	   to	  
some	  aspect	  of	  our	  past.	  They,	   in	  effect,	   lend	  something	  of	  their	  apparent	  stability	  to	  the	  fluidity	  of	  
our	  unfolding	  duration.	  (Ibid,	  142)	  
The authors forge an account of how memory is stabilised through the ongoing performance of 
artefacts as agents within a network of relations. These agents may be fences on feudal boundaries, 
ritualistic practices of commemoration, or, indeed, the tools and practices of family photography.  
In the process, they show how remembering might be empowered or constrained by the environs of 
its occurrence. They use an empirical example of a photo-sharing activity to show how an artefact 
can limit the scope of remembering between people: “the past that the photograph makes visible is a 
past that was not and could not have been experienced as such by all the family members” (ibid, 
144).  This ‘visibility’ might afford the telling of a narrative by one person, but not another, or 
empower one narrative.  If enabled, continually rehearsed actions prolong the past into the present 
so as to conventionalise cultural resources and develop the collective frameworks Halabwachs speaks 
of.  The authors note how, at its most extreme, the objectification of memory within collective 
frameworks can appear to take charge of selfhood in the form of, say, formal organisations. This is, 
they suggest, the closest one gets to ‘impersonal duration’, and evokes the aforementioned notions of 
‘collective voice’ and ‘interaction dominance’ (Hermans and Kempen, 1993).  The nature of these 
constraints, along with the agency of artefacts, will be expanded upon in the next section of the 
review in relation to photography, and the constructs of ‘home’ and ‘family’. 
A discourse is emerging that relates DST to material culture. In a special issue of Theory and 
Psychology (2002), Leiman (2002), after Hermans (2002), discusses how I-positions may be embodied 
in cultural artefacts.  That is, I-positions may function as signs - for example, as referents in a photo. 
Signs	  seem	  to	  make	  present	  that	  which	  they	  signify	  (Leiman,	  1992).	  	  This	  phenomenon	  is	  so	  mundane	  
that	  we	  tend	  to	  disregard	  it.	   	  When	  we	  read	  books	  of	  newspapers,	  watch	  TV	  news	  or	  films,	  we	  deal	  
with	  semiotically	  mediated	  events.	  	  However,	  these	  mediators	  seem	  to	  put	  us	  in	  touch	  with	  the	  things	  
they	  pass	  on.	  	  This	  is	  more	  than	  'representation'.	  	  It	  is	  participation	  and	  involvement.	  (Leiman	  2002,	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227)	  
In this extract, Leiman suggests that cultural objects are never neutral, but are used to position 
'speakers' with regard to their audiences. She further suggests that these objects are composed of 
multiple other referents that may influence the relative positioning of voices. 
However, alongside other DST accounts, Leiman’s insights on cultural mediation lack detail on the 
dynamics of remembering, and the temporal framing of experience. Although not making direct 
reference to Bakhtin, Middleton and Brown develop an inherently dialogical account of lived 
experience in terms of encountering differing durations.  Their contribution to the current project is 
to describe dialogical self-processes that constitute acts of remembering, and to place remembering 
at the centre of lived experience and selfhood.  The position that Middleton and Brown develop aligns 
with James and Bruner’s empiricism, of ‘selfhood as movement’.  It also chimes with Hermans and 
Kempen’s concept of the self as multiple voices that are empowered and constrained by particular 
dialogic exchanges.  In addition, Middleton and Brown use Bergson’s concept of Duration to attend to 
the ‘felt continuity’ of self amidst this movement. 
2.1.11 Agency & Ethics 
Bakhtin also strongly identifies with the felt continuity of personal experience that Middleton and 
Brown describe, although this aspect to his work is under-emphasised in Hermans and Kempen’s’ use 
of his ideas.  In an alternative reading of Dialogism, psychologists Sullivan and McCarthy (2004) draw 
attention to this ‘felt life’, as well as features of Bakhtin’s thesis that have an ethical dimension. 
Sullivan and McCarthy suggest that Hermans (2001a, Hermans, 2002), along with other DST theorists 
(Ho et al., 2001, Bhatia and Ram, 2001), tend to focus on the wider social implications of dialogical 
exchange and in the process unwittingly make assumptions about the relationship of an individual to 
her culture: “some socio-cultural accounts of agency tend to investigate it mainly in terms of systems 
to the neglect of lived experience” (Sullivan and McCarthy, 2004, 306). 
Their point is that a person can internalise a ‘collective voice’ and adhere to cultural conventions 
whilst simultaneously feeling very differently about them.  But these “individual moments” (ibid, 
294) can get lost in more abstract cultural accounts.  Although Hermans and Kempen’s model of 
dominance reversal is valuable for exploring agency within power relationships, it under-emphasises 
individual agency because it renders culture as a somewhat ‘impersonal’ voice competing with a 
person’s internal voices as well as other impersonal voices. Along the same vain as Middleton and 
Brown, Sullivan and McCarthy argue that an individual is continually adapting to cultural constraints 
in such a way that “instances of compliance or conformity” are always attributed a “a very particular 
hue or texture” (ibid, 292). Dialogical exchanges take place with particular rather than impersonal 
others (ibid, 307).  
Agency is the sense that we can give value to the other and feel the possibility of changing and being 
changed by others.  In this way an individual acknowledges the unfinalisability of the other and the 
potentiality in the voice of the other to transform what we have come to call an ‘internal voice’: 
“dialogue, for Bakhtin, is always ethical because we need the other to give a value to the self” (ibid, 
626).  Individuals can take an ethical view on their participation in the world; one can feel more or 
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less responsible for their actions and have varying levels of awareness about making moral choices. 
But “any understanding of ourselves is never final” (ibid, 296); personal agency doesn’t require 
change in the social order but can happen through inter-personal interaction, even if one doesn’t 
have ‘talent or control’ (296).  Storytelling can be a mediating force to harness personal agency and, 
in particular, the ‘emotional-volitional’ aspect of any dialogue (intonation) is greatly influencing.  
Pointing back to Harter’s (1999, Harter, 2003) model of the developing self, one might suggest that a 
healthy, functioning, adult self exercises considerable flexibility in organising multiple selves. 
Bakhtin's concept of heteroglossia describes the coexistence of the different points of view (or voices) 
that imbue one's personal narrative at any given time. As such, language is 'shot through with 
intentions and accents'; there are no neutral words. 
Dialogism	   is	   the	   characteristic	   epistemological	   mode	   of	   a	   world	   dominated	   by	   heteroglossia.	  	  
Everything	  means,	  is	  understood,	  as	  part	  of	  a	  greater	  whole	  -­‐	  there	  is	  a	  constant	  interaction	  between	  
meanings,	  all	  of	  which	  have	  the	  potential	  of	  conditioning	  others	  (Holquist,	  1981,	  426)	  
Heteroglossia asserts the primacy of context over ideas; it is the condition governing the contextual 
particularity of meaning-making activities in any expression; every expression is impossible to 
recover.  This is the 'epistemological mode' that underpins Dialogism.  From this perspective, 
Bergson’s ‘fluid continuity of the real’ appears to be aligned with Bakhtin’s sense of ‘being in the 
world’; experience is always in a state of becoming.  Bakhtin overlays a moral tone that is arguably 
absent in Bergson, however: being in a state of becoming is about responsibility as well as 
potentiality.  Sullivan and McCarthy hone Bakhtin’s account of agency concluding that it “rests on the 
dual tenets of potentiality and responsibility” of what has been and what could be.  Moreover, 
personal agency is often less about exercising dominance over another and more about finding 
affinity with them, (also see Shotter (2003)). 
Sullivan and McCarthy (2005) also consider the ethical role of the researcher and the polyphonic 
potentiality of the researcher’s account. They criticise adoptions of Bakhtinism in psychology for 
reducing it to ‘traditional monologism’ (ibid, 634) and point to a Bakhtinian literary genre to propose 
a new approach: “The Menippean dialogue is characterized by fantastical situations designed to 
provoke and test a philosophical idea or truth” (ibid, 631). It “allows us to dialogue with the other 
outside of any historical context and to bring together consciousnesses that are fundamentally 
opposed and see what happens” (ibid, 632).  Using this genre, the researcher can: “creatively enrich 
all the voices involved by giving them the freedom to reveal their expressive potential and to be 
surprised by what emerges from the exchange” (ibid, 633). This means researchers and participants 
can place themselves in novel situations, adopt novel perspectives on a situation, and be creative. 
2.1.12 The Embodied Self 
The review has discussed accounts of the self as it features in subjective, lived experience.  Selfhood 
is conceptualised as an enduring, unfinalisable process that is experienced in dialogical relation to 
other selves and the environment (world).  The self can also be described in dramaturgical or 
performative terms; the role of language and narrative is considered integral to self-presentation; 
and remembering is considered in terms of self-presentation rather than how past experience might 
be cognitively represented.  This theoretical orientation is deemed useful for studying self-
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presentation and family relations as mediated by family photo displays.  
The ethical dimension of the dialogical self is the awareness of sharing a common world with other 
selves.  In conclusion to this section, this notion shall be expanded on in order to make a case for the 
methodological alignment of Dialogism with existential phenomenology.  Michael Gardiner finds 
“remarkable affinities” between Bakhtin’s and Merleau-Ponty’s ideas (Gardiner, 1998, 128).  Like 
Bakhtin, Merleau-Ponty describes experience as a continual state of becoming and potentiality.  A 
central tenet of phenomenology is ‘Being in the world’.  Gardiner thinks that Bakhtin (through his 
coinage of the term ‘Being-as event’) is mapping out “a phenomenology of … ‘practical doing’” (ibid, 
136).  What he means by this is that we participate in the world by living through it, in a sensual and 
practical sense. Both theorists, Gardiner suggests, challenge the solipsism inherent in modernist 
theorising. 
An ethical, moral understanding of the world necessitates an external perspective on the self. 
(F)or	  both	  thinkers	  the	  ability	  to	  recognize	  the	  other’s	  words	  and	  gestures	  as	  analogous	  to	  my	  own,	  as	  
part	  of	  the	  same	  lifeworld	  and	  structure	  of	  perceptual	  experience,	   is	  ultimately	  what	  makes	  a	  viable	  
inter-­‐subjective	  ethics	  possible.	  (Gardiner,	  1998,	  138)	  
Bakhtin	  and	  Merleau-­‐Ponty	  would	  strongly	  concur	  with	  Husserl’s	  observation	  that	  ‘Nature,	  the	  body	  
and	  also,	  interwoven	  with	  the	  body,	  the	  soul	  are	  constituted	  all	  together	  with	  a	  reciprocal	  relationship	  
with	  each	  other’	  (cited	  in	  Merleau-­‐Ponty,	  1964a:	  177).	   	  Yet,	  at	  the	  same	  time,	  our	  particularity	  is	  not	  
dissolved	  into	  an	  anonymous	  social	  mass…	  (although,	  of	  course,	  ‘local’	  and	  pragmatic	  forms	  of	  inter-­‐
subjective	   assent	   are	   always	   possible).	   	   Rather,	   this	   transivity	   promotes	   a	   decentring,	   a	   heightened	  
awareness	  of	  the	  presence	  of	  the	  other	  in	  ourselves	  (and	  vice	  versa),	  but	  in	  a	  manner	  that	  preserves	  
the	  ‘radical	  difference’	  between	  self	  and	  other.	  (Gardiner,	  1998,	  142)	  
Gardiner’s account produces a dialogical understanding of selfhood that inter-relates Pragmatism, 
Dialogism and Existential Phenomenology.  The review now considers how a dialogical approach to 
lived experience, as characterised in this section, can be adopted for studying human computer 
interaction (HCI) and the digitisation of photography. 
2.2 Dialogical Understandings of HCI 
The Ubicomp model of computing has been introduced in Chapter One in relation to the increased 
distribution and situatedness of computation beyond the desktop computer. It is worth noting here, 
in addition, that Ubicomp embraces a ‘vision’ for the future of computer-related design; as 
Genevieve Bell and Paul Dourish point out, Ubicomp “is driven not so much by the problems of the 
past but by the possibilities of the future” (Bell and Dourish, 2007, 133).  Although Ubicomp is only 
partially realised in contemporary western societies, the reality of distributed, networked computers 
is, nevertheless, embraced by an ever-increasing diversity of people, cultures and settings. As 
outlined above, researchers in the HCI field have adopted new conceptual and epistemological lenses 
to explore this diversity, manifest in the use of phenomenology and attentiveness to the study of 
people’s everyday and personal experiences. 
2.2.1 Pragmatism & Technology Use 
John McCarthy and Peter Wright describe technology as “deeply embedded in everyday experience” 
(McCarthy and Wright, 2004, xi). The premise of their publication Technology as Experience is to 
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23 
conceptualise people’s relationships with technology through a Pragmatic lens (ibid, 3).  After Mead’s 
contemporary, John Dewey (1934), Pragmatism is seen to offer a conception of ‘aesthetic experience’ 
as “the stuff of our everyday lives as lived and felt” (Wright et al., 2008, 18, 2). Pragmatism offers 
possibilities for approaching HCI not in terms of the objective utility and efficiency of technology but, 
rather, in terms of one’s subjective and lived experience of it, what is, in the HCI field, generally 
referred to as ‘user experience’. The authors suggest that this Pragmatic perspective, previously 
under-represented in the field, offers new conceptual tools for studying how technology supports or 
enriches people’s relationships with each other (Wright and McCarthy, 2010). 
McCarthy and Wright point to Pragmatism’s revisionary agenda, recognising it as a ‘consequential 
philosophy’ (McCarthy and Wright, 2004), 17) that serves to positively transform people’s lived 
experience: “(f)or pragmatists, theorizing is a practical, consequential activity geared towards 
change, not representation” (ibid, 20).  The authors also relate Mead’s thinking to Bakhtin’s and 
make a case for the usefulness of the pragmatic mentality for ‘understanding technology and design’ 
(ibid, 19), in terms of ‘the primacy of prosaic action’, ‘the situated creativity of action’ and ‘the 
relationality or dialogicality of understanding’ (ibid, 21). Therefore they align Pragmatism’s 
revisionary agenda with HCI’s agenda to innovate, and view technology – and its creative design - as 
part of the aesthetic experience that is appreciated in ordinary life. 
Seeing	   technology	   as	   aesthetic	   experience	   requires	   that	   we	   see	   boundaries	   between	   humans	   and	  
technology	   as	   constituted	   by	   the	   dialogical	   relations	   sustaining	   them	   and	   that	   we	   see	   human-­‐
technology	  relations	  as	  always	  open	  and	  becoming.	  (McCarthy	  and	  Wright,	  2004,	  77-­‐8)	  
By viewing technology as experience, the authors offer a dialogical approach to HCI research. 
2.2.2 User Experience & Felt Life 
‘User experience’ is a term used in the HCI field to describe an account of consumer interaction with 
a product or service.  McCarthy and Wright highlight the lack of attention that has been given, 
historically, to representing individual differences, idiosyncrasies and, above all, selfhood, in user 
experience research in the HCI field.  Drawing on Pragmatism and Bakhtinian Dialogism, the authors 
offer conceptual tools for approaching technology in terms of felt life, which they call the ‘four 
threads of experience’ (ibid).  Emphasising the continuity and relationality of selfhood, these 
‘threads’ consolidate many of the concepts introduced above into a useful analytic framework for HCI 
research. 
The ‘Sensual Thread’ refers to direct, sensory engagement or participation in the world.  Sensual 
engagement is described as holistic, pre-linguistic absorption in an activity, “an outpouring of self 
into the object” (ibid, 82).   The authors give an example of people being absorbed in using digital 
mobile devices, such as text messaging (SMS), gaming, or general Internet use. 
People	   are	   caught	  up	   in	   the	   social	  worlds	   that	   they	  have	  helped	   to	   create	   in	   cyberspace	   can	   spend	  
hours	   at	   their	   computers	   interacting	  with	  others.	   	   The	  body,	   the	   senses,	   and	   the	  physicality	   of	   the	  
technology	  are	  intrinsic	  to	  interaction.	  (Ibid,	  82)	  
Sensual engagement is about embodied sense making and fosters meaningful activity that is always in 
a state of becoming.  The authors refer to Bakhtin to describe the ways in which emotions and values 
‘colour’ experience, which they describe as The Emotional Thread. This concerns making value 
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judgments about other people and technologies based on one’s needs, desires and values in a given 
context (ibid, 83-7).  An ‘emotional-volitional’ tonality is associated with answerability, intentionality 
and agency.  
Sense is always enriched by reflection, which is mediated by language and therefore narrative.  The 
Compositional Thread of experience refers to this narrative structuring of dialogical relations 
between self and others and the articulation of ‘parts’ and ‘the whole’ of an experience. People 
define the beginnings and ends of experiences, thus ‘framing’ them (ibid, 89), and can change these 
imposed structures as they wish.  An everyday example is ‘setting aside time to do something’. 
Framing creates a ‘meaningful backdrop’ for activity, although the particular framing of one person’s 
experience could be meaningless for another (ibid).  Sometimes a particular place is significant for 
the experience that is happening, and sometimes not; sometimes the duration of an experience is 
significant. Experience can be re-framed through “a continuous interplay between past, present and 
future” (ibid, 104).  The way in which space and time pervade the language of experience is referred 
to as the Spatio-Temporal Thread. This thread resonates with the aesthetic qualities presented by 
Middleton and Brown above.  An aesthetically rich experience is one in which potential is recognised 
(ibid, 93); and time and place also impact upon the agency that is afforded to people.  
These threads of experience are instructive in the current project for connecting Bakhtin’s thesis on 
self-functioning to the HCI field, and understanding how artefacts mediate people’s relationships with 
others and altogether offer a “holistic relational view of user experience … that conceptualises self, 
artefacts, and settings as multiple centres of value interacting with each other” (Wright and 
McCarthy, 2008, 638).  In connecting HCI to Bakhtin, the authors’ further emphasise the value of his 
ideas to interaction designers, and specifically the ‘value of the novel’ as a resource for 
understanding and representing “the personal and particular in user experience” (Wright and 
McCarthy, 2005, 14).  Specifically, the authors offer Bakhtin’s concept of polyphony as a resource to 
inform how designers engage with their users and critically reflect on their practice. 
2.2.3 Embodied Interaction 
Also focusing on felt life and technology, Paul Dourish (2001) uses ideas about embodiment to develop 
a phenomenological perspective on contemporary trends in computing.  From this perspective he 
formulates a theoretical framework for HCI that resonates with Bruner’s and McCarthy and Wright’s 
work.  His point of departure is that HCI, with its roots in computer science and engineering, still 
draws heavily from the positivist, Cartesian tradition of cognitive psychology (and cognitive science), 
and relatively less from our embodied engagement with the world.  Dourish points to Heidegger’s 
(1962) account of technology use and Wittgenstein’s (1953) account of language use to 
reconceptualise human-computer interaction in terms of embodied interaction. 
Instead	  of	  drawing	  upon	  artefacts	  in	  the	  everyday	  world,	  it	  draws	  on	  the	  way	  the	  everyday	  world	  works	  
or,	  perhaps	  more	  accurately,	  the	  ways	  we	  experience	  the	  everyday	  world.	  (Dourish,	  2001,	  17)	  
In alignment with Dialogism, Dourish argues that our interactions with computers are necessarily 
embodied.  Indeed, embodiment is a ‘property of interaction’ (ibid, 189).  Embodiment is about felt 
life, a “participative status, a way of being” (ibid, 125).  Moreover, the world is, in pragmatic terms, 
the setting for participation. 
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Embodiment	  is	  the	  property	  of	  our	  engagement	  with	  the	  world	  that	  allows	  us	  to	  make	  it	  meaningful.	  
…	   Embodied	   Interaction	   is	   the	   creation,	   manipulation,	   and	   sharing	   of	   meaning	   through	   engaged	  
interaction	  with	  artefacts.	  (Ibid,	  126)	  
Embodied Interaction is the basis for a pragmatic approach to computer-related design, “a 
perspective on the relationship between people and systems” (ibid, 192), as well as a way of 
understanding a context for Interaction Design practice (Crampton Smith, 2006) and ‘uncovering’ 
Interaction Design ‘issues’ (Dourish, 2001). 
Dourish explores the relationship between symbolic and physical (tangible) representations of 
computation and its ‘users’ from an embodied interactional perspective. The graphical user interface 
(GUI) is still the dominant paradigm for human-computer interaction, comprising a symbolic, screen-
based representation of computer information (via a monitor) that can be manipulated using a 
physical input device (e.g. a mouse). In a tangible user interface paradigm (TUI), by contrast, 
computational information may take a physical (tangible) form, enabling computer systems designers 
“to represent explicitly the objects that users will deal with and allow users to operate on these 
objects directly” (ibid, 13). Operating on these objects directly is known as direct manipulation.  (For 
an explication of TUI in Interaction Design, and examples, see Moggridge (2006, 525-7).  Tangible 
computing pre-empts Ubicomp because it concerns people’s handling of digital artefacts ‘beyond the 
desktop’ and in the physical environs (Dourish, 2001, 55). 
Embracing embodiment is potentially challenging for the interaction designer, because computational 
artefacts are abstract and invisible at human scale. Tangible computing recognises the ‘physical 
embedding of action in the world’ and can be described in terms of ‘giving form to digital 
information’ and also drawing upon the physical environment ‘as a medium for the expression of 
digital information’ (ibid, 205), as Dourish describes. 
One	   general	   trend	   is	   to	   distribute	   computation	   across	   a	   variety	   of	   devices,	   which	   are	   spread	   out	  
throughout	  the	  physical	  environment	  and	  are	  sensitive	  to	  their	  location	  and	  their	  proximity	  to	  other	  
devices.	   …	   	   A	   second	   trend	   is	   to	   augment	   the	   everyday	   world	   with	   computational	   power,	   so	   that	  
pieces	   of	   paper,	   cups,	   pens,	   ornaments,	   and	   toys	   can	  be	  made	   active	   entities	   that	   respond	   to	   their	  
environment	  and	  people’s	  activities.	  (Ibid,	  15)	  
In these trends, symbolic and physical representations of computation coexist.  Of particular 
relevance here is that the physical distribution of computational devices across a variety of 
technologies and environments enables the user to position devices, as well as their body and the 
bodies of others, in particular dialogical relationships within a given environment for the practice-at-
hand.  In this way, tangible computing affords multiple points of control or interaction (ibid, 50).  
This multiplicity invokes Bakhtin’s ‘multivoicedness’ and the concept of ‘positioning’.  In general, 
tangible computing can be made sense of in terms of the personal agency, creativity and 
responsibility to the other that has been discussed above in reference to Dialogism, including the 
‘network of relations’ that Middleton and Brown speak of. In design terms, this model affords the 
potential and continuous – ‘heteroglossic’ - reconfiguration of various computer interfaces by their 
user and is potentially empowering in affording personalised expression as a result. 
Dourish considers how a trend called ‘social computing’ emerges somewhat in parallel to tangible 
computing.  Social computing describes the adoption of methodologies and analytic mentalities from 
sociology for HCI research. A literature on ‘the sociology of technology’ represents many of these, 
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e.g. Berg (1999).  Making reference to the sensibilities of the pragmatists, Dourish highlights the 
significance of context and sociality for HCI.  Although not making explicit reference to Dialogism, 
Dourish’s formulation of social computing is inherently dialogical.  He emphasises the significance of 
context for human-computer interaction and the centrality of place in communities of practice; place 
is defined relative to particular communities in particular points in time; moreover, people present 
themselves to others in particular ways at particular times. 
2.2.4 The Matter at Hand 
Heidegger (1962) theorises about our interaction with technology from a hermeneutical 
phenomenological perspective and articulates a number of concepts that Dourish utilises in his 
analytic framework.  They are also useful concepts to be taken forward in this thesis.  Heidegger talks 
about ‘equipment’ but specifically with regard to it being used for a purpose, and becoming 
purposeful in the context of use.  Heidegger makes a distinction between ‘ready-to-hand’ and 
‘present-to-hand’ to convey his notion.  When engaged in an activity using a computer, the 
computer’s mediation disappears from consciousness and one “acts through the mouse” (Dourish, 
2001, 109), that is called ready-to-hand.  When one becomes conscious of the computer-as-mediator, 
for example if it does not perform as expected, then it becomes present-to-hand. Heidegger’s two 
concepts offer HCI researchers a way to understand experience in terms of perception through the 
body as it engages with the matter at hand. 
After Heidegger, Gibson’s concept of ‘affordances’ refers to properties of the environment that 
afford action to the individual moving through it (Gibson, 1979). Don Norman (1988) and, later, 
William Gaver (1992) have made use of this concept, as well as Heidegger’s ideas, to conceptualise 
computer-related design in terms of understanding opportunities for interaction that are perceptually 
made available by the technology to-hand in the real world.  Designers in the creation of GUIs and TUI 
can leverage physical, real-world affordances.  These interfaces offer a ‘system image’ that maps to 
a sense of what the physical environment affords.  This Heideggerian positioning provides an 
epistemological basis for Interaction Design as a discipline. Gaver’s particular contribution is to 
suggest that social behaviour may be understood in the context of these environs.  Attentiveness to 
the relationships between material culture and its ‘user’ (ibid, 172) is in keeping with an embodied 
interactional perspective. 
2.2.5 Inquiry & Co-creation of Meaning  
Bakhtin claims that Life is made meaningful through nurturing self-other relationships; it is enriched 
through mutual understanding and meaningful dialogue with others. McCarthy and Wright (2004) 
demonstrate the usefulness of Dialogism for HCI research because self-other relationships extend to 
the world of artefacts including computers.  One could add that a dialogical approach to computer-
related design research seems particularly apt given the inherent dynamism of computation, and 
computers’ responsiveness to human interaction.  Battarbee (2003) has introduced the concept of 
‘co-experience’ to HCI to foreground social interactions with technologies.  Meaning is created 
between people through their shared technology use; and technologies can play a significant role in 
supporting and enriching dialogue between shared users.   
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Forlizzi and Battarbee (2004) have, in addition, considered the role of the designer in this dialogue, 
specifically exploring “the role that products play in bridging the gap between designer and user” 
(2004, 262). Note that, in HCI research, there is often an inter-disciplinary blurring between the roles 
of designer and researcher, a tension to be discussed in detail in a later section.  From this 
perspective, rather than assuming their ‘voice’ to be dominant in the design and purposing of a 
technology, the designer, whilst designing, assumes that users will appropriate the form and function 
of the artefact they design.  Consequently, the designer acknowledges the user’s potential creativity. 
To Wright and McCarthy the positioning of the designer in dialogue with their potential user is 
representative of a methodological trend in HCI inquiry towards empathetic engagement or ‘trying to 
‘know’ the user (2008, 637).  This is the premise for the ‘experience-centred design’ of interactive 
systems (Wright and McCarthy, 2010).  Ethnographic methods of inquiry are increasingly taken up in 
HCI to reflect this perspective (ibid).  With its roots in anthropology, ethnography concerns 
qualitative participation in the culture being researched in order to understand people’s sense-
making activities in the situations they find themselves in.   
Empathic engagement can also involve the user’s participation in the design process.  Participatory 
Design (PD) is a HCI research method that exemplifies this.  PD sets out to involve users in the design 
process, incorporating their local knowledge about the situation being designed for (Muller, 1992).  
Kristina Höök has explored this trend from a critical perspective (2004), raising the question of how 
one attains “a good balance between making the user an active co-constructor of system functionality 
versus making a too strong, interpretative design that does it all for the user” (Höök, 2004, 1).  She 
suggests that ‘co-construction’ should not ‘abdicate’ the designer of her responsibilities.  Höök’s 
suggestion echoes Sullivan and McCarthy’s ideas on agency whereby a dialogical approach to research 
respects the meaningful contribution of the participant whilst being conscious of one’s own 
positioning and the responsibility it carries. Wright and McCarthy translate this into ‘a pragmatic-
dialogical approach to empathy’. 
In	  an	  empathetic	  relationship	  the	  ‘designer’	  does	  not	  relinquish	  his/her	  position	  to	  ‘become	  the	  user’,	  
a	  position	  from	  which	  nothing	  new	  can	  be	  created,	  rather,	  the	  designer	  responds	  to	  what	  they	  see	  as	  
the	  user’s	  world	  from	  their	  own	  perspective	  as	  a	  designer.	  By	  holding	  onto	  their	  own	  perspective	  each	  
person	  is	  able	  to	  creatively	  respond	  to	  the	  other	  from	  their	  own	  perspective.	  (Wright	  and	  McCarthy,	  
2008,	  639)	  
In this way, Wright and McCarthy offer an “integrative conceptual resolution” of Dialogism and 
Pragmatism for HCI research (ibid). 
2.2.6 Multiple Voices in Design 
The notion of designing interactive systems from a pragmatic-dialogical perspective has also been 
rigorously explored by Phoebe Sengers and William Gaver (2006).  An underlying rationale to their 
work is the need for researchers and designers to be sensitised to the potential multiplicity of values 
and cultures that imbue HCI, given the expansion of computing into domains such as the domestic 
that differ to the original domains of HCI research (Fitzpatrick, 2005).  Their concern is to develop a 
methodology for expanding the purpose of computer-related designs beyond ‘utility and ‘usability’ to 
support values such as the ludic (Gaver et al., 2004b, Gaver, 2006, Gaver et al., 2007); see also Monk 
et al. (2002).  A feature of the ludic approach is that it embraces the notion of ‘cultural 
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hybridisation’ introduced above, drawing from multiple disciplines including the arts to ‘probe’ the 
‘culturally situated meaning’ of designs in every day life (Bell et al., 2003).  For example, the 
‘sociology of technology’ discourse informs their work significantly as it shows the diversity with 
which products are taken up and appropriated (MacKenzie and Wajcman, 1985).  Also, Gaver, Dunne 
et al. (1999) draw from the Situationist and Surrealist art movements to devices research strategies. 
Sengers and Gaver (2006) problematise the approach to Interaction Design that is central to Norman’s 
work and the concept of affordances outlined above.  HCI research has historically proceeded on the 
basis that a ‘system image’ is designed to fit with a ‘generally preferred’ mental model of user 
interaction and evaluated in terms of how well this model is received.  In reference to Suchman 
(1987) and social computing discourse (Dourish, 2001), Gaver and Sengers point out that individual 
users bring an idiosyncratic ‘sense’ of what an environment or situation affords and it is therefore 
hard to design and evaluate a ‘system image’ that maps to their idiosyncrasies.  These include 
cultural and aesthetic values that imbue individual sense making. Therefore, a designer’s notion of 
how users will interpret the interface they have designed is inevitably mismatched with a user’s 
actual encounter. 
Common	   approaches	   to	   evaluation	   in	  HCI	   are	   based	   on	   developing	   and	   testing	   a	   priori	   evaluation	  
criteria	  corresponding	  to	  the	  designer’s	  anticipated	  interpretation	  of	  a	  system.	  	  But	  in	  taking	  multiple	  
interpretations	   into	   account,	   systems	   can	   no	   longer	   be	   effectively	   evaluated	   in	   terms	   of	   criteria	  
generated	  from	  a	  single,	  authoritative	  interpretation.	  (Sengers	  and	  Gaver,	  2006,	  105).	  
 
The authors address this issue by offering up a number of strategies for designing and evaluating 
systems from a dialogical perspective. 
If	  we	   take	   supporting	  multiple	   interpretations	  as	  a	  central	  goal,	  design	  shifts	   from	  deciding	  on	  and	  
communicating	  an	  interpretation	  to	  supporting	  and	  intervening	  in	  the	  processes	  of	  designer,	  system,	  
user	  and	  community	  meaning-­‐making.	  	  There	  are	  several	  ways	  to	  do	  so:	  
Designs	  can	  clearly	  specify	  usability,	  while	  leaving	  interpretation	  of	  use	  open.	  
Designs	  can	  support	  a	  space	  of	  interpretation	  around	  a	  given	  topic.	  
Designs	  can	  stimulate	  new	  interpretations	  by	  purposefully	  blocking	  expected	  ones.	  
Designs	  can	  gradually	  unfold	  new	  opportunities	  for	  interpretation	  over	  the	  course	  of	  interaction.	  
Designs	  can	  make	  space	  for	  user	  re-­‐interpretation	  by	  downplaying	  the	  system’s	  authority.	  
Designs	  can	  thwart	  any	  consistent	  interpretation.	  
Thus the design process shifts from realising a ‘vision’ to exploring how potential users make sense of 
a design.  In this way, Sengers and Gaver speculate that “technology design becomes simultaneously 
social science research” (Sengers and Gaver, 2006, 102). 
The first of their strategies can be demonstrated, by example, in reference to the work of Hutchinson 
et al. (2003), who have devised a useful method for integrating design into HCI research and engaging 
families in the design of technology for the home. The authors’ method, (which explicitly brings 
together the social sciences and Interaction Design), involves “installing a technology into a real 
world context, watching how it is used over a period of time, and then reflecting on this use to gather 
information about the users and inspire ideas for new technologies” (ibid, 18). 
Technology	  probes	  are	  simple,	  flexible,	  adaptable	  technologies	  with	  three	  inter-­‐disciplinary	  goals:	  the	  
social	   science	   goal	   of	   understanding	   the	   needs	   and	   desires	   of	   users	   in	   a	   real-­‐world	   setting,	   the	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engineering	  goal	  of	  field-­‐testing	  the	  technology,	  and	  the	  design	  goal	  of	  inspiring	  users	  and	  researchers	  
to	  think	  about	  new	  technologies.	  (Ibid,	  17)	  
Examples of Technology Probes include two communication devices that were deployed in the homes 
of research participants for shared family use. 
From	  a	  social	  science	  perspective,	  we	  were	   interesting	   in	   learning	  how	  families	  communicated	  with	  
each	   other	   and	   how	   the	   probes	   helped	   or	   hindered	   their	   ability	   to	   do	   so.	   	  We	   used	   ethnographic	  
interviews	   with	   the	   families	   in	   their	   homes	   before	   and	   after	   the	   deployment	   to	   gather	   this	  
information.	  	  From	  an	  engineering	  perspective,	  we	  were	  interested	  in	  how	  and	  by	  whom	  the	  probes	  
were	  used	  to	  support	  communication,	  so	  we	  instrumented	  them	  to	  log	  things	  like	  dates,	  times,	  and	  
actions	  so	  that	  we	  could	  reconstruct	  the	  usage	  over	  time.	  (Ibid,	  18)	  
A core feature of a technology probe is that it functionally is very simple so that ‘meaning-making’ 
and ‘usefulness’ are established in the social context of use.  The authors find that the method proves 
valuable in research for highlighting “practical needs and playful desires” within their participant 
families as well as “real-life use scenarios to motivate discussion in interviews” (ibid, 23).  Indeed, 
the efficacy of the probes is drawn upon in the empirical methods for this current doctoral project. 
Alluding to Höök, above, Sengers and Gaver stress that the interaction designer should “not abdicate 
responsibility for the eventual success of the system” (2006, 105).  Rather, she could “develop new 
kinds of evaluation criteria” by inviting questions about ‘how’ rather than ‘if’ her design is received.  
The authors also point out that any design’s evaluation, as a hermeneutical process, “can itself be 
single or multiple” (ibid).  Through positioning herself, her design, and its users in a network of 
relations, the designer is able to gain a richer understanding of their design’s efficacy, as informed by 
a multiplicity of perspectives.  By positioning herself in this way, the designer is also engaging with 
Bakhtinian ethics of accountability.  Whilst not making direct reference to Dialogism, the Sengers and 
Gaver do relate their approach to McCarthy and Wright’s (2004) account of Technology as Experience. 
2.2.7 Critical Design 
Elsewhere, Gaver et al. (2003) draw from the use of ambiguity in the fine arts and, in particular the 
Duchampian (Surrealist) appropriation of everyday domestic artefacts for engaging multiple potential 
interpretations simultaneously.  The authors argue that this potential is central to the “conceptual 
pleasure” that these artefacts offer (ibid, 236).  Opening up an interpretative relationship between 
an interaction designer and a potential user involves harnessing ambiguity as a strategic ‘resource’.  
Ambiguity might be used for “creating or reflecting uncertainties about information that are in some 
way significant” (ibid, 237), but it “can also compel people to join in the work of making sense of a 
system and its context” (ibid). 
(B)y	   thwarting	   easy	   interpretation,	   ambiguous	   situations	   require	   people	   to	   participate	   in	   meaning	  
making.	   	   This	   can	   involve	   the	   integration	   of	   previously	   disconnected	   discourses,	   the	   projection	   of	  
meaning	   onto	   an	   unspecified	   situation,	   or	   the	   resolution	   of	   an	   ethical	   dilemma.	   	   In	   each	   case,	   the	  
artefact	  or	  situation	  sets	  the	  scene	  for	  meaning	  making,	  but	  doesn’t	  prescribe	  the	  result.	  	  Instead,	  the	  
work	  of	  making	  an	  ambiguous	  situation	  comprehensible	  belongs	  to	  the	  person,	  and	  this	  can	  be	  both	  
inherently	  pleasurable	  and	  lead	  to	  a	  deep	  conceptual	  appropriation	  of	  the	  artefact.	  (Gaver	  et	  al.,	  2003,	  
235-­‐236)	  
Inherently pragmatic and dialogical, this artist-designer approach harnesses ambiguity to formulate a 
critical form of Interaction Design inquiry. 
Tony Dunne and Fiona Raby have formalised such an approach into ‘Critical Design’ (Dunne and Raby, 
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2001, Dunne, 2006).  Critical Design is defined under their terms to be more of an 'attitude' towards 
Interaction Design than a methodology; it draws directly upon the provocative and subversive 
sensibilities of critical theory and fine art to establish dialogue and, in particular, debate, around the 
designs that we live with as consumers.  It often encompasses the envisioning future world scenarios 
and populating these with product ideas. 
There	   is	   a	   place	   for	   a	   form	   of	   design	   that	   pushes	   the	   cultural	   and	   aesthetic	   potential	   and	   role	   of	  
electronic	   consumer	   products	   and	   services	   to	   its	   limits.	   	   Questions	  must	   be	   asked	   about	   what	   we	  
actually	  need,	  about	  the	  way	  poetic	  moments	  can	  be	  intertwined	  with	  the	  everyday	  and	  not	  separated	  
from	  it.	  …	  	  Critical	  design	  is	  related	  to	  …	  design	  propaganda	  and	  visions	  of	  the	  future	  but	  its	  purpose	  
is	   not	   to	   present	   the	   dreams	   of	   industry,	   attract	   new	   business,	   anticipate	   new	   trends	   or	   test	   the	  
market.	  	  Its	  purpose	  is	  to	  stimulate	  discussion	  and	  debate	  amongst	  designers,	  industry	  and	  the	  public	  
about	  the	  aesthetic	  quality	  of	  our	  electronically	  mediated	  experience.(Dunne	  and	  Raby,	  2001,	  58)	  
Critical Design alludes to Senger and Gaver’s strategy to stimulate new interpretations by 
purposefully blocking expected ones. 
Imagine	   objects	   that	   generate	   'existential	  moments'	   -­‐	   a	   dilemma,	   for	   instance	   -­‐	   which	   they	   would	  
stage	   or	   dramatise.	   	   These	   objects	   would	   not	   help	   people	   to	   adapt	   to	   existing	   social,	   cultural	   and	  
political	   values.	   	   Instead,	   the	   product	  would	   force	   a	   decision	   onto	   the	   user,	   revealing	   how	   limited	  
choices	  are	  usually	  hard-­‐wired	  into	  products	  for	  us.	  (Ibid,	  46)	  
Dunne and Raby’s critical approach uniquely sets out to challenge the status quo. Crucially, the 
language of design is used as a form of critical inquiry that can be adopted for HCI research. 
Opening up a design space for critical reflection by designers and potential users doesn’t necessarily 
involve the design and deployment of bespoke artefacts, nor so explicitly challenging the status quo.  
Working together with Dunne and others, Gaver (1999) has devised sets of reflective tasks, dubbed 
Cultural Probes, to be ‘deployed’ with research participants as a means to establish dialogical 
relationships and open up a design space around them.  Again, this method uses ambiguity as a 
resource. 
Probes	  are	  collections	  of	  provocative	  tasks	  meant	  to	  elicit	  inspirational	  responses	  from	  people	  ~	  not	  
comprehensive	  information	  about	  them,	  but	  fragmentary	  clues	  about	  their	  lives	  and	  thoughts.	  …	  It’s	  
an	   approach	   that	   values	   uncertainty,	   play,	   exploration,	   and	   subjective	   interpretation.	   (Gaver	   et	   al.,	  
2004a,	  53)	  
Participants are to make sense of and respond to the tasks in their own time.  The tasks rely “on 
strangeness and amplification to draw attention to issues” that might be going on in the participants’ 
lives (Gaver and Dunne, 1999, 607).  Tools for capturing participants’ responses, such as disposable 
cameras and postcards, accompany tasks. 
Task responses provide a source of ongoing inspiration through the course of the design process.  
Significantly, unlike the technology probes, the cultural probes are not subjected to ‘scientific 
rationalisation’. Rather, they are proposed as an artistic way to establish and develop dialogical 
relationships over time. This method alludes to Sengers and Gaver’s strategy of unfolding ‘new 
opportunities for interpretation over the course of interaction’.  A key feature of the probe responses 
is that they provoke the designers to challenge their own assumptions about the cultures and values 
of the people they are designing for, inspiring but not directing subsequent designs.  
There are other ‘critical’ approaches to Interaction Design that are drawn upon for this current 
project, including Reflective Design (Sengers et al., 2005).  This approach is more closely aligned with 
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the ludic and hermeneutic orientation of Sengers and Gaver (Sengers and Gaver, 2006), and less 
aligned with Critical Design, and shall be discussed in more detail in the next chapter.  Suffice to say 
here that Reflective Design promotes a stronger dialogical relationship between the designer and the 
potential user, ‘making space’ for reflection in a research context by ‘downplaying’ the subversive 
language often inherent in Critical Design (ibid, 20). 
A feature of the critical attitude to Interaction Design that is of use to HCI research is that it 
embraces the Menippean genre of dialogue referred to above, which is characterised by imaginary or 
‘fantastical’ situations that ‘provoke and test a philosophical idea or truth’.  In the words of Sullivan 
and McCarthy, the designer can: “creatively enrich all the voices involved by giving them the freedom 
to reveal their expressive potential and to be surprised by what emerges from the exchange” (2005, 
633).  Within this genre, designers assume the artistic freedom to adopt positions of ‘authors’, 
‘characters’ or ‘cultural commentators’ (Raijmakers et al., 2006, Gaver, 2007) for their inquiry.  
Broadly speaking, these critical approaches to Interaction Design draw from the arts and humanities 
to serve an inquiring function.  They are understood to constitute less of a methodology and more of 
an 'attitude' or creative sensibility that is aligned with to the interpretation of Bakhtin’s ideas by 
Sullivan and McCarthy in the human sciences.  It is worth noting at this point that the connection 
between dialogue and HCI has been present since the earliest days when the field assumed a close 
allegiance to cognitive science and computer programming metaphors for human-computer 
interaction.  Taking a historical view, critical design approaches signal the ‘contextual revolution’ set 
out in the introduction, and the analytic focus on the user in their social, situational and cultural 
context.  
The review in Sections 2.1 and 2.2 so far has drawn together discourses in Social Psychology and 
Interaction Design to map out a novel theoretical perspective on HCI research that engages Dialogism 
and Pragmatism.  It is suggested that this exercise, in itself, is novel in opening up a formal dialogue 
between the two disciplines on the subject of selfhood.  In light of this, the current project can now 
be understood as a study of selfhood in the context of dialogical relationships with others.  Self-other 
relations include people, cultural artefacts, and the environment.  Selfhood can also be understood in 
terms of how people use material culture, and specifically photos, to individually and collectively 
identify, unify and reproduce their socio-cultural organisation of home life, and roles and practices 
within it.   
2.3 Photography & Family Representation 
Drawing upon empirical and theoretical studies across the humanities and social sciences, the third 
section of the literature review explores the mediation of photography in family representation, in 
Anglo-American homes.  First, the use of photography is considered as it defines familial space and 
domestic relationships, within and beyond the home.  Then, turning from collective to individual 
representation, the role of motherhood is explored as it is performed through photographic prints. 
Finally the role that the digitisation of photography plays in the democratisation of family is 
considered.  
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2.3.1 Conventions of Family Photography 
Traditionally, film photography has been called upon as a ‘pictorial symbol system (Chalfen, 1987) to 
conceptualise and communicate familiality and domesticity in western cultures.  Doing photography is 
part of society and culture and it is well established that the domestication of photography follows 
the commercialisation and mass consumption of film photography (Slater, 1995).  Numerous accounts 
across the humanities and social sciences attend to the cultural-historical context in which family 
photography emerges (Hirsch, 1997).  Kodak’s advertising campaigns have historically targeted 
women as their consumers, seeking to forge a market for their products and services that defines the 
twentieth century family and caters for its ‘reproduction’ (Slater, 1995).  ‘Kodak culture’ describes 
the conventionalisation of family representation through photography and the social norms it adheres 
to (Chalfen 1987).  As ‘home mode communication’ (ibid), photography shapes a twentieth century 
ideology of the familial: the Caucasian, middle-class, and hierarchically gendered nuclear family 
captured together, happily engaging in leisure activities (Chambers, 2001, Bourdieu, 1990).  Building 
on these observations and others, Patricia Holland (1991) notes that “contemporary British society 
gives priority to an institution that is at best only partial and chiefly in … a ‘familial’ ideology which 
exerts pressure on public policy and social life”, adding that “(f)amily albums echo that ideology as 
childhood and leisure times are obsessively recorded” (Holland, 1991, 5). 
Many writers have described the role of photo albums in reproducing this familial ideology and, in so 
doing, conflate familiality with domesticity and identity with belonging and privacy.  Take the 
following account by Deborah Chambers (2003), for example. 
The	   ‘domestic	   space’	   in	   which	   family	   photography	   resides	   is	   not	   a	   fixed	   or	   permanent	   entity	   but,	  
rather,	  a	  cluster	  of	  meanings	  which	   (sic)	  has	  been	  shifting	  and	  contested	   throughout	   the	   twentieth	  
century,	  and	  negotiated	  in	  relation	  to	  changing	  meanings	  of	   ‘public	  space’.	   	  As	  such,	  factors	  of	  race,	  
nation	   and	   empire,	   class	   and	   gender	   have	   been	   central	   to	   the	   historical	   process	   of	   inscribing	  
meanings	  about	  ‘the	  family’	  and	  familial	  space.	  	  The	  role	  and	  messages	  of	  family	  photograph	  albums	  
can	  be	  understood	  as	  part	  of	  these	  processes.	  (Chambers,	  2003,	  96)	  
Here, domesticity and familiarity are established as dynamic constructs reflecting cultural 
conceptions of public and private space, selfhood and otherness.  Chambers and others note how 
photo albums ‘inscribe’ and stabilise such constructs, by composing a unified, narrativised 
representation of the familial-domestic. 
2.3.2 Photo Albums & Familial Integration 
The unifying features of family representation continue to characterise contemporary photography in 
Anglo-American societies. Photo albums continue to reproduce conventions with incredible 
persistence, a phenomenon that Pierre Bourdieu refers to as ‘familial integration’ (1990).  As “an 
instrument and an index of integration” (ibid, 46), photography invites conventional modes of looking 
at family, which Marianne Hirsch refers to as ‘familial looks’ (Hirsch, 1999). These shape and partly 
constitute familial relationships. 
“It	  is	  my	  argument	  that	  the	  family	  in	  itself	  is	  traversed	  and	  constituted	  by	  a	  series	  of	  “familial”	  looks	  
that	   place	   different	   individuals	   into	   familial	   relation	  within	   a	   field	   of	   vision.	   	  When	   I	   engage	  with	  
others	   familially,	   when	   I	   look	   through	   my	   family	   albums,	   I	   enter	   a	   network	   of	   looks	   that	   dictate	  
affiliative	  feelings,	  positive	  or	  negative	  feelings	  of	  recognition	  that	  can	  span	  miles	  and	  generations:	  I	  
“recognise”	   my	   great-­‐grandmother	   because	   I	   am	   told	   that	   she	   is	   an	   ancestor,	   not	   because	   she	   is	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otherwise	   in	   any	   similar	   way	   identifiable	   to	   me.	   	   It	   is	   the	   context	   of	   the	   album	   that	   creates	   the	  
relationship,	  not	  necessarily	  any	  pre-­‐existent	  sign.”	  (Hirsch,	  1999,	  53)	  
Photos invite and are subjected to multiple familial ‘looks’ that intersect meaningfully within ‘the 
context of the album’: photographer, subjects, and viewers may all engage in conventional ways that 
frame and are framed by a network of family relationships.  
In the extract, Hirsch articulates the spatio-temporal dimensions of these familial networks, ’familial 
looks’ that can ‘traverse family’ and ‘span miles and generations’.  She describes this using a photo of 
her grandmother: the composition of its content, its accompanying annotations, the stories attached, 
its arrangement amongst other photos, all afford genealogical points of reference from which Hirsch 
seeks resemblances.  She suggests that one might claim a ‘familial relation’ to photos without, in a 
literal sense, ‘recognising’ those who are captured. The album thus becomes a site for synthesising 
representations of self; each photo is meaningfully positioned in dialogical relation to Hirsch’s view, 
as are other photos and other viewers.  The reproduction of meaning that is afforded by these 
viewing activities evokes the notion of collective frameworks and collective voices discussed in the 
previous sections: Hirsch articulates the embedding of collective memory and the mediating role of a 
photo and album in this process.   
Middleton and Brown’s (2005) work is recalled when thinking about how readings of photos are 
constrained.  The collective memory that is inscribed through albums concerns absence as well as 
presence - who and what is excluded.  By implication, Hirsch’s familial ‘field of vision’ must have 
boundaries; she talks of alternative modes of viewing being ‘resisted’, suggesting that peculiarities of 
family life are ‘masked’ in favour of upholding convention, “the impenetrable façade of the domestic 
picture” (Hirsch, 1997, 2).  At a meta-level, ‘cultural screens’ shape a ‘familial gaze’, an institutional 
look (ibid, 117), the inscription of a collective framework, a dominant voice.  Performative work must 
be done with photos, Hirsch emphasises, to construct and perpetuate convention: “familial looking is 
a powerful, if slippery and often deceptive, instrument of cultural dialogue and cultural memory” 
(ibid, xiii).  As Bourdieu (1990) has noted, after Goffman (1959), the notion of ‘performing 
familiarity’ echoes notion of implicit understanding, or ‘consensus’, between people and their 
‘audience’, about the social expectations brought to experience. 
2.3.3 Performing Motherhood 
The reproduction of familiality can be further explored within the context of everyday home life and 
domestic roles or ‘positions’.  Gillian Rose has given considerable attention to how familiality is 
performed through photos, and expands others’ work to map photo practices within the geography of 
family homes.  Echoing Hirsch, Rose conceptualises ‘space’ as a ‘performative category’ (Rose, 2005, 
224), in which photo practices are woven into domestic practices in general.  In the following 
excerpt, she reflects on recent empirical work, and how photo displays reproduce the role of 
motherhood. 
(I)n	   interacting	   with	   the	   photos,	   something	   happened	   between	   the	   image	   and	   the	   mother	   which	  
produced	  specific	  positions	  for	  her	  in	  both	  familial	  and	  maternal	  spaces.	  	  Here	  I	  am	  thinking	  of	  space	  
as	   a	   performative	   category,	  which,	   in	   its	   performance	  between	   specific	   things	   (subjects	   or	   objects),	  
produces	  a	  particular	  geometry	  in	  which	  subject	  positions	  can	  be	  charted.	  (Ibid)	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Rose has observed how activities surrounding photos, such as their organising, display and so on, is 
assumed, by participants in her research, to be integral to their mothering activities; mothers have a 
particularly intense relationship to photo prints, especially prints of their children (ibid, 223). 
Rose is particularly interested in how the handling of photos at home contributes to the networks of 
familial looks that they reproduce.  Only one of the mothers in her sample of 14 engaged in digital 
photo practices at the time of the interviews (in 2002) and, as a result, Rose’s analysis revolves 
around mothers’ engagements prints processed from film.  Developing Bourdieu’s term, she explores 
how “integration is performed” with these prints (ibid, 10).  For example, one feature of familiality, 
‘togetherness’, is demonstrated by family members being captured together: “spatial proximity in the 
photograph indicates familial proximity” (ibid, 226). Post-capture, photos are arranged in physical 
proximity in ‘clusters’ or on ‘photo-walls’, or next to other artefacts; family members view photos 
together.  
It	   is	   this	  audiencing	   that	  constitutes	   the	   familial	   space	   that	   is	  produced	  by	   the	   interaction	  between	  
mothers	  and	  their	  photographs.	  Togetherness	  is	  constituted	  both	  by	  the	  content	  of	  the	  photographs	  
and	  by	  the	  way	  their	  viewing	  is	  structured.	  	  Seeing,	  naming,	  and	  talking	  about	  family	  members	  makes	  
a	  verbal	  and	  visual	  network	  of	  connections	  between	   the	  pictured	  and	   the	  picturing,	  a	  network	   that	  
some	  mothers	  suggested	  was	  gendered.	  (Ibid,	  227)	  
Rose develops Hirsch’s meditations by describing how photos embody the familial not simply by what 
show, but also what their ‘audiencing’ enables mothers to show. 
2.3.4 Maternal Obligations 
Rose also highlights the sense of maternal obligation that drives these activities.  Making reference to 
‘Kodak culture’, Rose concurs with Chambers and Hirsch that domestic photography is a “strongly 
gendered activity” (Rose, 2003, 8), confirming, through her own work, the particular significance of 
photos to women.  In fact many of her participants understand photography to be part of, if not 
integral to, mothering.  This duty is felt within the context of wider family relations. 
I’ve	   been	   describing	   the	   networks	   of	   familial	   togetherness	   that	   these	   mums’	   practices	   of	   family	  
photography	  invoke	  and	  reproduce.	  	  It	  is	  as	  if,	  along	  with	  the	  ties	  that	  mothers	  feel	  bind	  them	  to	  their	  
children,	  being	  a	  mother	  for	  these	  women	  also	  entails	  being	  obliged	  by	  the	  ties	  of	  the	  wider	  family.	  	  
Having	  a	  child	  inserts	  them	  into	  this	  wider	  network	  and	  demands	  that	  they	  maintain	  it	  through	  the	  
appropriate	   display	   and	   circulation	   of	   photos.	   	   This	   is	   a	   togetherness	   orchestrated	   by	   clear	  
conventions	   of	   familiality.	   	  My	   interviewees	   felt	   compelled	   to	   show	   their	   families	   properly:	  women	  
should	   be	   pictured	   with	   their	   children,	   all	   close	   members	   of	   both	   families	   should	   be	   on	   display,	  
photos	  should	  be	  sent	  to	  the	  right	  family	  members,	  and,	  while	  not	  necessarily	  a	  burden	  or	  resented,	  it	  
is	  work	  that	  produces	  the	  mother	  as	  the	  one	  who	  both	  constructs	  a	  family’s	  “portrait	  chronicle”	  and	  
who	  is	  constructed	  by	  it,	  as	  the	  family’s	  chronicler.	  	  And	  it	  is	  interesting	  to	  note	  how	  this	  position	  is	  
handed	  down	  from	  mother	  to	  daughter.	  (Rose,	  2005,	  229-­‐230)	  
Rose suggests that photography and mothering reproduce each other to establish relational 
positionings of familial ties in and beyond the home. Rose’s participants describe their duty to 
circulate photos to extended family, such as grandparents who have vested interests in the mother-
child relationship.  Mothers send photos of their children to those who live at a physical distance as a 
means to compensate for their lack of physical proximity: “For the most part, it is precisely because 
relations are not seen that photos of children are sent to them” (ibid, 230).  Again, these displays 
reflect maternal obligations.  This sense of obligation to display photos in particular ways is echoed in 
contemporary empirical studies by Drazin and Frohlich (2007).  
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2.3.5 Materiality 
Elizabeth Edwards (1999) argues that the material qualities of the ‘photo-as-object’ have largely been 
overlooked in social studies of photography and stresses that it is precisely this materiality ~ a photo’s 
presentational forms ~ that render it a “socially salient object” (Edwards, 1999, 222).  Rose describes 
how, in reproducing “a space of familial togetherness” (Rose, 2004, 556), the material arrangements 
of photos at home show an integration that is as much about the absence of family as it is about their 
actual presence. (Rose, 2005, 231).  This ‘absence’ can also refer to separation: the omission of 
people from a capture event, or from a photo display due to “strained” relationships (ibid, 230).  
Thus, families are defined as being together and apart simultaneously. Rose observes: “The more 
distant people are, the more important photographing becomes” (ibid, 11). 
Here	   then	   is	   the	  doubled	  geometry	  of	   familial	   space	  produced	  by	   family	  photos:	   togetherness	  with	  
apartness.	   	  And	   it	   seemed	   to	  me	   that	   the	  way	   family	   snaps	  were	  displayed	  articulated	   this	   space	   in	  
which	  separation	  within	   families	  was	  shown	  inside	  their	   togetherness.	   	  As	   I’ve	  noted,	   family	  photos	  
are	   almost	   never	   on	   display	   singly.	   They	   are	   almost	   always	   shown	   in	   groups:	   in	   storage	   boxes	   or	  
envelopes,	   in	   albums,	   in	   frames	   on	   shelves	   or	   walls,	   as	   collages	   or	   multiframes.	   	   Grouping	   family	  
photographs	   together	   in	   this	   way	   performs	   the	   doubled	   space	   of	   the	   family.	   	   These	   groups	   show	  
togetherness	   –	   all	   those	   prints	   and	   frames,	   objects	   that	   are	   very	   much	   there	   in	   these	   mum’s	  
experiences	  of	  domestic	  space,	  looked	  at,	  picked	  up,	  paused	  over.	  	  But	  they	  also	  show	  absence	  –	  the	  
gaps	  between	  the	  different	  photo	  frames,	  the	  fractures	  in	  the	  grouping.	  (Rose,	  2005,	  230-­‐231)	  
The familial space that the arrangement of photos produces, of presence and absence, “is 
integrative, but haunted by fractures and absences” (Rose, 2003, 9).  
Rose suggests that much of the significance of this ‘doubled geometry’ is determined by the 
referentiality that photos embody: photos are often referred to as the person they capture. She 
speculates that photos contain some corporeal trace of their referent, a “trace of the real” (Rose, 
2005, 228).  Hence photos on display substituting those who are absent. 
Family	   snaps	   are	   seen	   as	   a	   trace	   of	   a	   person’s	   presence;	   but	   they	   are	   also	   taken,	   displayed	   and	  
circulated	  in	  awareness	  of	  the	  pervasiveness	  of	  absence	  and	  distance.	  	  Hence	  the	  spatial	  stretching	  of	  
space	  beyond	  the	  home.	  	  Photos	  bring	  near	  those	  far	  away.	  (Rose,	  2003,	  12)	  
Photos mediate domestic space and the familial identities therein so as extend the network of 
familial looks beyond the home environs. 
Following Hirsch (1997) and Bourdieu (1990), among others, Rose has reflected upon the “cultural 
predictability” of photo practices (Rose, 2003, 10).  By reproducing familiality, the significance of 
photos is, at some level, universally accessible; family representation takes the form of a unified, if 
complex, narrative, and ordinarily constructed by the mother, as the family ‘chronicler’.  However, 
photos, as signifiers, can feel synonymously inaccessible and ambiguous; they invoke what Rose refers 
to as “an emotional paradox” in their viewer (Rose, 2004, 449).  The way in which photos offer up a 
‘trace of the real’ is, according to Rose, the phenomenological feature that underpins this ‘emotional 
paradox’.18 
2.3.6 Representing Children 
To unpack this emotional paradox, Rose distinguishes the ‘performative category’ of maternal space 
                                         
18 See also Patricia Holland, who expresses these sentiments when referring to “the puzzle of the family album” 
(1991, 5). 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
36 
from familial space.  By doing so, she produces a dichotomy akin to Middleton and Brown with 
Halabwachs’ collective frameworks and Bergson’s Duration, of social versus personal aspects to 
experience; the relationality that produces maternal space is inextricably linked to photos’ peculiar 
phenomenology. 
In	  photo	  albums,	  especially	  those	  in	  the	  form	  of	  “baby	  books”,	  footprints	  and	  locks	  of	  hair	  are	  placed	  
next	  to	  photographs	  as	   if	  they	  were	  equivalent:	  as	   if	  a	  photo	  was	  as	  much	  a	  trace	  of	  a	  child	  as	  their	  
hair	  of	  the	  mark	  left	  when	  their	  painted	  hand	  or	  foot	  was	  placed	  on	  paper.	  (Ibid)	  
Photos are conceptualised by mothers as imprints, as evidence of their children being in the world. 
Rose draws from Barthes’ (1981) meditations on photography to better understand the nature of this 
relationality.  Barthes distinguishes photographic experiences that are culturally legible from those 
that are not.  He coins the term ‘studium’ to describe the reading of legible codes (e.g. the familial 
gaze), and ‘punctum’ to describe personal, uncoded experiences.  Rose develops these speculations. 
I	   would	   argue…	   that	   it	   is	   part	   of	   a	   mother’s	   relationship	   to	   her	   child	   to	   engage	   with	   that	   child’s	  
absolute	  corporeal	  uniqueness.	  	  It	  cannot	  be	  denied	  or	  avoided,	  and	  photographs	  express	  it	  perfectly.	  
…	   Hence,	   the	   puncta	   of	   family	   photographs	   are	   also	   domesticated	   by	   this	   specifically	   maternal	  
relation	  to	  photographs.	  (Rose	  2003,	  16)	  
As they mediate selfhood, then, photos activate the peculiarity and the universality of mother-child 
relationality. 
Maternal engagement also has a temporal dimension. The passing of time may be articulated by 
juxtaposing a photo with its referent; ageing is revealed through doing so, as are changing family 
relationships, and the anticipation of loss: the photo-artefact pre-empts the death of its referent 
because its material form has the potential to outlive its referent.  The biological development of 
children predicts ageing marked by photos.  Rose notes the ‘discrepancy’ between familial looks that 
a photo has mediated in the past compared to those engaged in its present viewing; photos highlight 
the changing nature of the maternal gaze over time.  Moreover, viewing experiences may ‘bring back’ 
memories in such a way as to “materialize the there-then” (Rose 2003, 13). This leap across time 
echoes Bergson’s ‘leap’ back into Duration: “(m)uch of the pleasure of photos seems to be in this 
there-then dimension” (ibid).  The ‘there-then’ is also prospective, with albums created and 
consumed “thinking about the there-then of the future, too” (ibid, 14).  Thus, photo displays 
establish selfhood in dialogical relation to other selves; photos have their own duration, but, because 
they contain a ‘trace of the real’, they also, perhaps, reproduce a trace of their referent’s duration.   
Through a photo’s agency, the child-as-referent is objectified.  The referent’s passivity is compelling: 
“(p)hotographs, even if their display is not always under the mother’s complete control, can be 
narrativised by the mother how she wants to herself” (2004, 561).  As such, photo displays afford 
representational power to mothers: “although the children were corporealised very powerfully in the 
photos, … their embodiment and subjectivity was interpreted entirely by their mother” (Rose 2004, 
560). The ‘doubled geometry’ that Rose identifies is also about “closeness and separation” within a 
particular relationship (Rose 2005, 237).  By viewing a photo of her child, a mother reaffirms her own 
maternal position; at the same time, this experience triggers a feeling of losing self to the 
relationship: “(t)he experience of mothering … entails a realisation that giving so much care to a baby 
or child threatens the loss of a sense of the mother’s self as an independent subject” (ibid, 236). 
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In sum, Rose articulates everyday dialogical relations that photos mediate, including presence-
absence, closeness-distance, love-hate, banality-intensity.  These are marked by contingency. 
Scattered	   over	   walls	   and	   clustered	   on	   shelves	   and	   cabinets,	   collections	   of	   family	   photos	   are	   both	  
about	   being	  here/there	   and	  not.	   	   Their	   integration	  of	   domestic	   space	   is	   haunted	  by	  disintegration.	  
(Rose	  2003,	  13)	  
The handling of photos embodies the contingency within familial relationships.  For the purposes of 
the current project, the discussion in this review attempts to map Rose’s reflections to Bakhtin’s 
polyphony and knit together a conceptual landscape that shows photos’ agency in self and family 
functioning, from a social psychological perspective.  In the extract above, Rose speculates that 
photo displays support a flexible presentation of family that synthesises and fragments at the same 
time, and a familial-domestic space that is extensible as family groupings are dispersed.  Selfhood is 
experienced in relation to maternal and familial roles, which are differentially empowered upon 
particular photographic encounters. Rose claims that a contemporary familiality is acknowledged as 
inter-subjective and ‘haunted by disintegration’.  The contingency and plasticity that colours familial 
integration may be indicative of the contemporary, post-millennial status of familial ideology in 
Britain, one of “marital fragility” and “spatial dispersion” (ibid, 12).  This claim shall be explored 
next. 
2.3.7 Democratising the Familial  
Alongside Rose, Hirsch (1997) draws upon case studies to reflect upon the increased ‘contingency’ of 
the familial. She points to a ‘deconstructing’ of the familial gaze within family photography, 
contextualising this within a historical, ‘socio-political turn’ towards Individualism. 
In	  the	  second	  half	  of	  the	  twentieth	  century…	  the	  family	  itself	  becomes	  the	  object	  of	  intense	  social	  and	  
cultural	  scrutiny	  and	  observation.	   	  There	  is	  nothing	  about	  the	  family	  that	  can	  be	  assumed	  or	  in	  any	  
way	   taken	   for	   granted.	   The	   point	   of	   discussing	   “family”	   through	   the	   practice	   of	   photography	   is	  
precisely	   to	   underline	   its	   contingency,	   to	   delineate	   the	   openness	   of	   its	   boundaries	   and	   the	   many	  
factors,	  beyond	  biology,	   that	  underscore	   its	  definitional	  power.	   	  The	   “family”	   is	  an	  affiliative	  group,	  
and	  the	  affiliations	  that	  create	  it	  are	  constructed	  through	  various	  relational,	  cultural,	  and	  institutional	  
processes	   –	   such	   as	   “looking”	   and	   photography,	   for	   example.	   	   “Families”	   are	   shaped	   by	   individual	  
responsiveness	  to	  the	  ideological	  pressures	  deployed	  by	  the	  familial	  gaze.”	  (Ibid,	  10)	  
Families themselves draw upon photography as an instrument for both establishing and expressing this 
‘turn’.  The apparent reconstruction of the family as an ‘affiliative group’, within which individual 
expression is exercised, is a trend that has been formalised by Giddens, and established in this 
current project, in terms of the ‘democratisation’ of family life (Giddens, 1998, Giddens, 2000). 
As outlined in the opening chapter to this thesis, Giddens presents an interventionist account of the 
British political climate at the turn of the century, which formulates aspirations of ‘familial 
democracy’: “equality, mutual respect, autonomy, decision-making through communication and 
freedom from violence” (Giddens, 1998, 93-94).  For Giddens’, democratisation of the familial 
ideology is characterised by the increased emancipation of junior family members living at home, by 
their increased participation in practices that construct the familial. Consequentially, he suggests, 
the parent-child relationship is “more negotiated and open than before” (ibid). He adds elsewhere 
that democratisation is “closely connected with the lapsing influence of tradition and custom”, with 
the familial gaze that photography mediates (ibid, 71). 
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How, then, might junior household members embrace this trend and contribute to the re-construction 
of the familial?  Accounts of domestic photographic practices represented so far in this review 
underscore maternal preoccupations whilst under-emphasising the voices of children.  Indeed, these 
singular, maternal perspectives typify familial representation; juniors’ perspectives are unvoiced and, 
according to Rose, mothers may intentionally constrain or obscure the efficacy with which juniors 
may voice themselves. 
As outlined in Chapter One, the new millennium has marked the proliferation of digital cameras and 
computers within the family.  A number of cross-disciplinary studies have noted the availability of 
these digital tools to all family members, including juniors (e.g. Kindberg et al. (2005)).  Recent 
empirical accounts identify new forms of self-representation that surround digital photography and 
many have highlighted the participation of juniors in shaping these phenomena (e.g. Sarvas et al. 
(2005, 2004b), Kindberg et al. (2005), Van House et al. (2007, 2005), Miller and Edwards (2007).  Thus 
the apparent democratisation of family may be related to the digitisation of photography.  The 
continued concern with film photography in the accounts by Hirsch and Rose has made conspicuous 
either the historical period in which they are written – the late twentieth century (Hirsch, 1997) or 
the kinds of photographic tools and practices taken up by mothers (Rose, 2003, Rose, 2004).  Note 
that Rose is surprised by her participants’ minimal uptake of digital photography.  This raises the 
additional question of how parents, alongside their children, are embracing the trends of digitisation 
and democratisation. 
2.3.8 From Family to Personal Photography 
In a review of recent empirical studies and cultural theory on both digital and film photography, Jose 
Van Dijck (2008) explores how the digitisation and democratisation of photography shapes the 
function of photographic representations.  Van Dijck suggests that, through digitisation, the function 
of photos has ‘shifted’ from predominantly chronicling ‘life’ to supporting ‘live’ social interaction.  
She further suggests that this shift in function is embedded within the trend towards individualisation, 
made demonstrable by the emergence of juniors’ digital photo practices. 
Clearly,	   we	   are	   witnessing	   a	   shift,	   especially	   among	   the	   younger	   generation,	   towards	   using	  
photography	  as	  an	  instrument	  for	  peer	  bonding	  and	  interaction.	  	  Digitization	  is	  not	  the	  cause	  of	  this	  
trend;	  instead	  the	  tendency	  to	  fuse	  photography	  with	  daily	  experience	  and	  communication	  is	  part	  of	  a	  
broader	   cultural	   transformation	   that	   involves	   individualization	   and	   intensification	   of	   experience.	  …	  
Digital	   photography	   is	   part	   of	   this	   larger	   transformation	   in	  which	   the	   self	   becomes	   the	   centre	   of	   a	  
virtual	   universe	  made	   up	   of	   informational	   and	   spatial	   flows;	   individuals	   articulate	   their	   identity	   as	  
social	  beings	  not	  only	  by	  taking	  and	  storing	  photographs	  to	  document	  their	  lives,	  but	  by	  participating	  
in	   communal	   photographic	   exchanges	   that	   mark	   their	   identity	   as	   interactive	   producers	   and	  
consumers	  of	  culture.	  (Ibid,	  62-­‐63)	  
The ‘cultural transformation’ that Van Dijck identifies is informed by the networked, distributed 
digital environments that are afforded by the Internet and mobile personal computers for social 
interaction.  Digital environments, largely due to their virtuality and networkability, pervade familial 
space so as to be democratically accessible to individual family members as sites of social interaction.  
As such, they foster the trend towards democratisation and individualisation.  A ‘shift’ in photo 
practices that features social interaction is synonymous with digitisation, and its protagonists are 
juniors, not adults. 
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Van Dijck draws upon work by Schiano et al (2002), who acknowledge the significance of emergent 
practices within the photography market: teen photo practices are considered to be “a bellwether of 
future trends” (ibid, 594). Van Dick uses Schiano’s findings to illustrate generational differences in 
practice. 
Showing	   pictures	   as	   part	   of	   conversation	   or	   reviewing	   pictures	   to	   confirm	   social	   bonds	   between	  
friends	  appears	  more	   important	   than	  organizing	  photos	   in	  photo	  albums	  and	   looking	  at	   them	  –	  an	  
activity	  they	  consider	  their	  parents’	  domain.	  Photos	  are	  shared	  less	  in	  the	  context	  of	  family	  and	  home	  
and	  more	  in	  peer-­‐group	  environments:	  schools,	  clubs	  friends’	  houses.	  (Van	  Dijck,	  2008,	  61)	  
These findings are complemented by those from another study that also explores social interaction 
around photos. Grinter and Eldridge (2003) explore the role of social communication technologies 
(Instant Messaging (IM) and Short Message Service (SMS)) in every teen life, which includes the 
exchange of digital photos.  They suggest among other things that digital networks foster teenage 
autonomy in the parental home. Other accounts further illustrate this (e.g. Taylor and Harper (2002) 
on teenage ‘gift-giving practices’ using mobile phones). 
An implication of the ‘live’ consumption of photography, Van Dijck suggests, is the trend towards 
individualism “at the expense of family” (Van Dijck, 2008, 62).  This is observed in relation to the 
uptake of digital photography and generational differences surrounding it. 
(C)ameras	   are	   used	   less	   for	   the	   remembrance	   of	   family	   life	   and	   more	   for	   the	   affirmation	   of	  
personhood	   and	   personal	   bonds.	   	   Since	   the	   1990’s,	   particularly	   since	   the	   beginning	   of	   the	   new	  
millennium,	  cameras	  have	  increasingly	  served	  as	  tools	  for	  mediating	  everyday	  experiences	  other	  than	  
rituals	  of	  ceremonial	  moments.	  …	  When	  looking	  at	  current	  generations	  of	  users,	  researchers	  observe	  a	  
watershed	  between	  adult	  users,	   large	  numbers	  of	  whom	  are	  now	  switching	  from	  analogue	  to	  digital	  
cameras,	   and	   teenagers	   and	   young	   adults,	   who	   are	   growing	   up	   with	   a	   number	   of	   new	   digital	  
multifunctional	   communication	   and	   media	   devices.	   …	   The	   older	   group	   generally	   adheres	   to	   the	  
primacy	   of	   photography	   as	   a	  memory	   tool,	   particularly	   in	   the	   construction	   of	   family	   life,	   whereas	  
teenagers	  and	  young	  adults	  use	  camera-­‐like	  tools	  for	  conversation	  and	  peer	  group	  building.	  (Ibid)	  
A number of points may be discerned from this passage, relating to the changing nature of family 
photography.  Firstly, Van Dijck draws attention to the new kinds of photographic tools that have 
become available to-hand through digitisation.  Novel tools are designed to afford different multiple 
functions, epitomised by digital camera models and camera-phones incorporating preview screens. 
Secondly, Van Dijck observes the ‘generations of users’ that tools are currently made available to; 
and different generations have different histories of engagement with photography.  Therefore, 
thirdly, people are using the tools in different and generation-specific ways.  Mothers, for example, 
use the tools for different kinds of photographic practice to their children, for whom digital tools are 
most likely to feature in their first encounters with photography.  
Van Dijck develops her argument that the juniors’ uses of photography are predominant.  Elsewhere, 
she reasserts others’ claims that “self-presentation – rather than family representation – is now the 
major function of photographs” (ibid, 60).  Reflecting this change to both tools and practice, Van 
Dijck asserts the relevance of ‘personal photography’ over family photography. 
2.3.9 Function of Representations 
Van Dijck considers the representational power that digitisation offers: alongside camera technology, 
photo production tools are readily available as desktop applications. This has implications for 
practice.  In amateur film photography, control over the production of prints, negatives and 
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transparencies, was ordinarily retained by a commercial service provider; one first encountered the 
image in its chemically fixed form.  But digitisation enables personal control over content from 
capture onwards; one has the capability to review images as opposed to simply view them: “(w)hat is 
new in digital photography is the increased number of possibilities for reviewing and retouching one’s 
own pictures, first on a small camera screen and later on the screen of a computer” (ibid, 66).  
Moreover, the ‘increased number of possibilities’ to ‘review’ and ‘retouch’ photos offers possibilities 
for adopting a critical positioning towards them, for triaging and editing form and content.  Also, the 
capability to purposefully manipulate content from the moment of capture affords personal control 
not just over the representation being forged but also over audiencing, publication and distribution. 
The capability to frame the presentational context of photos is accompanied by the capability to ‘re-
frame’ and ‘re-purpose’ them, at which point personal control is apparently lost.  Within a 
‘networked environment’, a photo’s ‘performative function’ is contingent: digitisation enables photos 
to be easily and effortlessly broadcast to the networked world at which point they are placed in the 
hands of the public for further manipulation. Whilst digital tools enable greater ‘command’ over the 
‘manipulability’ of images, they also render those images more “vulnerable to unauthorised 
distribution” (ibid, 72).  Hence the manipulability of the digital photo renders it, on the one hand an 
efficacious and democratic representational device, and on the other, a potential liability. 
Van Dijck foregrounds manipulability as a salient feature of digital photography.  A digital photo is 
raw material for personal expression, acquiring the “status” of a “liminal object” (ibid, 67), which 
presupposes its transformation in the hands of its user.  She suggests that this status “enculturates” 
everyday processes of remembering and self-representation (ibid).  At the same time, she argues, this 
status renders digital photos less authentic, less able to offer up ‘a trace of the real’, and therefore, 
less likely to function as a ‘record’ of life.   
This liminality contrasts with the salient features of film-prints and, by extension, their social 
functions.  As Elizabeth Edwards has argued, the constancy of prints is central to their 
representational power.  
(P)hotographs	   express	   a	   desire	   for	   memory	   and	   the	   act	   of	   keeping	   a	   photograph	   is,	   like	   other	  
souvenirs,	   an	   act	  of	   faith	   in	   the	   future.	   	  They	   are	  made	   to	  hold	   the	   fleeting,	   to	   still	   time,	   to	   create	  
memory”.	  (Edwards,	  1999,	  222)	  
The use of film photography for documenting life has been central to the function of familial 
representations.  Accounts by Rose and Hirsch on the maternal gaze point to this ‘chronicling’ 
function.  Film-prints lend themselves as ‘souvenirs’.  Dedicated equipment and a chemical process 
intersects with the scenario of ‘posing for posterity’; the capture event is pre-empted, it is worth 
getting the camera out for; and the fixing and lamination of a photo, the output, is implicit in the 
process. 
Van Dijck speculates that the technological opportunities afforded by digital tools impact upon these 
chronicling traditions.  Elsewhere, Nancy Van House, in her empirical studies, has found that 
photographers of camera-phone images feel freed of a sense of obligation to traditional forms of 
photo-management (2005, 1855).  Kindberg et al. (2005) have created taxonomy of camera-phone 
image types, which signals novel forms of photographic communication.  Miller and Edwards (2007), 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
41 
after Kindberg et al., observe a tendency towards the use of digital photos photo to visually 
communicate a story rather than being used as a ‘prop’ in verbal storytelling.  Van Dijck makes a link 
between the post-digital take-up of photography by younger generations and the observation that 
they do photography and use photos differently to older generations. 
2.3.10 Persistence of Convention 
Miller and Edwards (2007) offer an alternative perspective to Van Dijck, finding that, following 
digitisation, conventions of ‘Kodak Culture’, co-exist alongside emergent practices of personal 
photography that they refer to as ‘Snapr Culture’, (with ‘Snapr’ connoting the online photo-sharing 
service Flickr19).  Although happening in parallel, the practices of Kodak Culture and Flickr Culture 
are distinct from each other, the authors argue: Snaprs, engaged in online and often public photo 
sharing tend to omit family members from their main audiences, as well as omitting family-related 
content; Kodak culture concerns displays within existing social networks and privacy is important.  
Therefore photo-sharing with family is apparently distinguished from Snaprs’ everyday practice. 
Shove et al. (2007) offer a similar perspective.  Although again focusing on individual rather than 
family practices, their work is based on empirical studies with different generations including 
teenagers, paying particular attention to how digital photography takes on the historicity of film.  In 
the context of ‘going digital’, the authors scrutinise factors that lead people to participate in 
photography, and their histories of engagement.  
The	  future	  of	  digital	  imaging	  –	  and	  especially	  of	  viewing	  and	  album-­‐making	  –	  is	  not	  at	  all	  clear:	  habits	  
and	  conventions	  are	  being	  re-­‐defined	  ‘on	  the	  run’	  as	  individuals	  design	  their	  own	  way	  through	  what	  is	  
in	  effect	  a	   rather	  dense	   thicket	  of	  digital	  opportunity.	   	  Rather	   than	  being	  a	   random	  process,	   this	   is	  
instead	  one	  framed	  and	  constrained	  by	  the	  spilling	  over	  of	  expertise	  from	  one	  domain	  to	  another	  and	  
by	   the	   compulsion	   to	   reproduce	   certain	   established	   conventions.	   Despite	   extensive	   potential	   for	  
innovation,	  pathways	  through	  the	  digital	  photographic	  forest	  are	  already	  fairly	  well	  defined.	  	  This	  is	  in	  
part	  because	  of	  the	  inevitably	  incremental	  nature	  of	  innovations	  in	  practice.	  	  The	  transition	  from	  film	  
to	  CCD	  is	  technologically	  radical	  but	  in	  practice,	  and	  in	  becoming	  part	  of	  the	  fabric	  of	  everyday	  life,	  
digital	  cameras	  (and	  related	  devices)	  are	  configured	  by	  and	  ‘domesticated’	  into	  an	  already	  populated	  
ecosystem	  of	  products,	  materials,	  norms,	  competences	  and	  meanings.	  (Ibid,	  86)	  
By considering the ‘stability’ of photographic ‘practice-as-entity’ the authors’ central thesis is that it 
is not only the configuration of tools but also how tools configure practice that determines 
participation and performance. Whilst Van Dijck talks of traditional practices eclipsed by the new, 
Shove et al. attend to the persistence of established practices alongside the new.  They suggest that, 
although tools might change, people’s practices may be reconfigured to retain their form and 
intentionality. Their transformation is, at most, incremental: “(a)lthough the range of potentially 
photographic situations continues to expand, new methods of image capture and management are 
used to reproduce remarkably consistent conventions of visual representation” (ibid, 71).  This 
perspective has interesting implications for the perpetuation of conventions explicated by Rose in her 
accounts represented above.  A contemporary study by Drazin and Frohlich (2007) further illustrates 
the upholding of these conventions in the presentational forms of printed photos in home displays. 
In parallel, Shove et al. (2007) observe the ‘apparent democratisation’ of photography. 
                                         
19 http://www.flickr.com.  Accessed 04. 05. 10. 
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(H)ouseholds	  are	  increasingly	  likely	  to	  own	  several	  cameras	  and	  adopt	  more	  than	  one	  mode	  of	  image	  
management.	   	  The	   teenagers	  we	   interviewed	  were,	   for	   instance,	  building	  up	  personal	  photographic	  
portfolios,	  scrapping	  and	  keeping	  pictures	  according	  to	  criteria	  of	  their	  own	  rather	  than	  with	  a	  view	  to	  
documenting	  key	  moments,	  on	  contributing	  to	  the	  collective	  photographic	  record	  of	  family	  life.	  	  The	  
work	  of	  fixing	  shared	  memories	  is	  evidently	  changed	  by	  the	  apparent	  democratisation	  of	  home	  image	  
making	  and	  by	  the	  material	  forms	  involved.	  (Ibid,	  85-­‐86)	  
Whilst noting continued convention, the authors support Van Dijck’s claims that the chronicling of 
family life is ‘evidently changed’ by the proliferation of tools.  Within the context of this current 
project, it seems clear that parents and teens use photography for different representational 
purposes, with teens less interested in the traditions of chronicling ‘key moments’ in family life. 
What remains somewhat unprobed is the nature of this democratisation.  What is really meant by the 
‘democratisation of home image making’ and, in turn, familial democratisation?  If the uses of 
photography have ‘evidently changed’ by digitisation, then how might the singular narrative of the 
mother-as-chronicler, which serves to integrate familial-domestic space, be transformed by her 
teenagers’ participation in photography?  What of the notion of making different representations 
within the family home and how do they mediate selfhood?  These are key questions, emerging from 
this review, that are to be taken forward in the current project.  The absence of younger 
generations’ voices in framing these questions is conspicuous, especially in consideration of Rose’s 
account.  This absence will also be addressed in the inquiry to follow.  
2.3.11 Intergenerational Conflict 
It has been established that adolescent and intergenerational perspectives on family photography are 
under-represented in the literature.  It may also be noted that none of the accounts cited so far in 
this review considers in any detail the role that photography plays in intergenerational 
representations of self and family, that is, within the context of familial relationships.  Following 
from this, it remains unclear how parents and their juniors draw on photography to engage in 
representational practices within the shared space of their family home, and within the context of 
their interrelations and the domestic order that shapes these. 
Although not focusing on photography, there is literature exploring intergenerational Internet use 
within the digitised home that is insightful for this review.  Gustavo Mesch (2006) has considered the 
changing power dynamics between parents and teens and the conflict that can arise as a result of 
Internet use.  His studies reveal that parent-adolescent conflict is common and arises over issues 
concerning the teenager’s computing expertise. 
The	   adolescent	   expert	   signifies	   a	   reversal	   of	   traditional	   family	   roles,	   in	   which	   parents	   provide	  
guidance	   and	   expertise	   to	   the	   adolescents.	   	   The	   new	   expert	   is	   a	   source	   of	   power	   imbalance	   in	   the	  
family,	  challenging	  parental	  authority	  and	  increasing	  the	  likelihood	  of	  conflict	  because	  the	  adolescent	  
might	  monopolise	   the	   computer,	  making	   it	   unavailable	   to	   other	   family	  members.	   Still,	   this	   finding	  
has	  a	  positive	  side,	  the	  adolescent’s	  expertise	  facilitates	  more	  extensive	  and	  diverse	  use	  of	  the	  Internet	  
by	   other	   family	  members,	  who	   can	   rely	   on	  his	   or	   her	   knowledge	   for	   the	   advice	   and	   guidance	   they	  
need	  to	  complete	  successfully	  tasks	  that	  require	  the	  use	  of	  the	  computer.	  (Ibid,	  489)	  
This points to the trend towards individualisation and teenage emancipation observed by Van Dijck 
and others.  Mesch also illustrates the disruption this trend poses to parental control and domestic 
order, and introduces the idea of the teenage computer expert. 
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Technical competence emerges as a core feature of intergenerational conflict.  Mesch also notes the 
influence of socio-economic conditions on the degree of conflict, anticipating that conflict will 
decrease with the increased ubiquity and accessibility of computing. He observes that parental 
authority is ultimately asserted through ownership of computers and rules of use.  However, as 
Grinter et al. (2006) note elsewhere, this authority is commonly subverted because of the 
pervasiveness of digital networks, whereby the ubiquitous availability of digital tools is seen to 
undermine parental authority. These findings have been reinforced by the Byron Review in the UK 
(Byron, 2008).20 
It transpires from this review so far that the digitisation of photography and the democratisation of 
the familial are two trends that are shaping the experience and representation of intergenerational 
relationships in the family home.  How these two trends may be shaping these relationships, and how 
they may be interlinked remain open questions.  What is clear from accounts cited above, is that the 
‘performative category of home’, outlined by Rose (2004), is seen to differ between individual 
household members as they participate in familiality. 
2.3.12 Technology Use at Home 
To conclude the review of studies on photography and family representation: the familial ideology has 
been introduced as a cultural construct, historically reproduced by photography; the democratisation 
of the familial has been discussed in the context of photography’s digitisation, along with junior 
members’ increased participation in photography. Potential constraints upon photography’s 
democratisation have been identified and related to intergenerational power relationships. 
Intergenerational differences have been shown to play into the ways in which household members 
relate to domestic space and its artefacts. 
Baillie and Benyon (2008) identify five issues, or sources of contention, relating to technology use in 
the family home: the ‘placement’ of technologies’ at home; ‘control’ of spaces and technologies; 
‘lifecycle and learning’, that is, how technology use is learned; the nature of ‘interaction’; and 
‘utility’, or how the technology functions, including cost of running (ibid, 252-253).  On the issue of 
control, the authors add the following: 
Who	   has	   control	   at	   which	   points	   of	   time	   is	   (sic)	   critical	   as	   is	   the	   opportunity	   to	   override	   others’	  
control	   (e.g.	   parental	   controls)	   and	   for	   people	   to	   know	   and	   understand	   the	   distribution	   of	   control	  
between	  people	  and	  devices.	   	  Privacy	  (such	  as	  password	  access)	  issues	  are	  closely	  related	  to	  control.	  
(Ibid,	  252)	  
The authors suggest that these issues of contention be considered by designers of domestic 
technologies as a reflection, not only of the potential for intergenerational conflict, but also of the 
appropriation of technologies by different individual family members.  In the context of this project, 
it may be discerned that the design of photographic tools – and the design of their application – may 
be directed to foster constructive parent-child relations and constructive representational practices 
at a formative time in the child’s development.  This may be taken forward in inquiry in relation to 
the design of photo display technology for the home. 
                                         
20 See section 1.1.3. 
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2.4 Designing Future Photography 
This next section reviews empirical studies that approach photography’s digitisation and 
democratisation within an HCI discourse.  What unites studies within this discourse is their underlying 
objective to understand an innovation space for future photographic technology. 
2.4.1 HCI Studies of Home 
The development of computer-related tools for photography is currently a “significant area of 
technological development for the home” (Crabtree and Rodden, 2004, 396), at a time when ‘Home’ 
is featured as a distinct and increasingly scrutinised domain for HCI research. As noted in the cultural 
studies literature above, ‘Home’ can be defined by the activities that take place therein.  When 
attending to the design of computer-related systems, home can be viewed in terms of systems of 
interaction, from which the physical and social affordances of domestic artefacts can inform a design 
space for digital systems (O'Brien and Rodden, 1997, Rodden and Benford, 2003).  For example, 
Senates (1996) talks of ‘activity centres’, or sites in the home that are significant for coordination. 
Crabtree and colleagues (Crabtree et al., 2002, Crabtree and Rodden, 2004) talk of ‘ecological 
habitats’, ‘activity centres’ and ‘coordinated displays’ that are significant for the ‘functioning of the 
home’ (Crabtree and Rodden, 2004).   
The home is also a place in which family members cohabit and co-create meaning, and is therefore a 
distinct design space for supporting dialogical relationships in terms of ethics, agency and ‘co-
experience’.21 
As	  new	  technologies	  are	  adopted	  and	  adapted	  in	  the	  home,	  they	  change	  and	  are	  changed	  by	  the	  social	  
relations	   that	   they	  mediate.	   	  Because	  of	   this,	   social	   responsibility	  may	  be	  essential	   in	   the	  design	  of	  
domestic	   technology	   and	   require	   an	   understanding	   of	   domestic	   technology	   and	   its	   social	   context.	  
(Bell	  et	  al.,	  2003,	  1062)	  
This design space is made complex by the varied meanings that households bring to domestic culture 
(Baillie and Benyon, 2008).  As well as being a seat of social responsibility, the home is a place where 
people are at liberty to engage with the world creatively and playfully (Gaver et al., 2007, Gaver et 
al., 2004b, Gaver, 2006, Gaver et al., 2006, Petersen et al., 2009).  Moreover, whilst the home 
domain might be distinctive, the mobile technologies that pervade it can distinguish it as a digital 
network of people and devices that extends beyond its physically delineated environs; diverse, 
complex and often contradictory meanings of ‘Home’ render it a challenging domain for HCI (O'Brien 
and Rodden, 1997, Hindus et al., 2001, Voida and Mynatt, 2005). 
People arrange and display photos, amongst other things, in their homes in order to express 
something of their cultural identities and relationships with others, including ideas of family 
(Csikszentmihalyi and Rochberg-Halton, 1981, Rose, 2003).  Taylor and Swan (2005) have extended 
this discussion from an HCI perspective (2005), considering how the ‘artful’ handling of material 
culture might be ‘augmented’ by the digital.  After Sellen and Harper (2003), they note that the 
expressive affordances of paper are hard to match in the digital domain: printed photos are 
significant and salient constituents of the home’s material ecology (Swan and Taylor, 2008, 269).  
                                         
21 See section 2.2.5. 
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This finding has been reiterated most recently by Petrelli and colleagues (2008, 2009, 2010).  More 
broadly, the ‘artful’ arrangement of domestic objects is found to express the meaning of home in 
very precise ways (Taylor and Swan, 2005, Taylor et al., 2007). 
As well as considering the digitisation of the home's material culture, HCI researchers have considered 
the increased domestication of networked and distributed computers that signal the Ubicomp 
paradigm (outlined in section 1.1.1).  Digital 'home networks' might constitute either an ad hoc 
arrangement of interconnected devices or a formalised infrastructure, incorporating technologies 
such as audio-visual equipment, fixed and mobile telephony, and fixed and mobile personal 
computers.  Empirical studies by Grinter et al. (2005) reveal everyday challenges that people face 
trying to 'make the home network work', highlighting that practical issues with 'administration' and 
'maintenance' impact upon the home's social organisation.  These observations are supported in 
related studies (e.g. Bly et al., 2006; (Chetty et al., 2007, Edwards and Grinter, 2001, Grinter et al., 
2009, Tolmie et al., 2007, Shehan and Edwards, 2007).  Other studies have engaged design practice to 
explore how to make the home network more visible and therefore intelligible as an interactive 
system (e.g. Elmore et al. (2007)).  One extension of this research is the consideration of networked 
appliance-led designs for leveraging the situated, distributed and ecological nature of the home's 
organisation that is afforded by material, tangible artefacts (Elliot et al., 2007a, Elliot et al., 2007b, 
Elliot et al., 2005).22 
Tommie et al. (2007) introduced the term 'digital housekeeping' to pull focus on how the management 
of the home network is integrated into the broader, everyday management of the household.  They 
emphasise that digital housekeeping 'fits around other, existing, established domestic routines' and is, 
they find, 'accountable' to these (ibid, 345). Managing digital media and, in particular, photos, on the 
desktop computer illustrates this; whilst photo-management can be viewed as a 'chore' in itself, 
additional 'housekeeping' work is required to manage photo handling between multiple householders.  
This takes place in the broader context of managing computer access, privacy and file synchronisation 
across multiple devices, and managing the everyday maintenance of the computer in general. 
‘Desktop housekeeping’ must, then, accommodate broader concerns such as mealtimes, school runs, 
and so on. 
These HCI studies show that ‘the home’ is an incredibly complex and somewhat contradictory site of 
inquiry, where digital technology is integrated into established routines of moral and social 
accountability, whilst being entertained with creative freedom and personal agency.  Photographic 
tools and content are recognised as being significant artefacts within the home's material and 
networked ecologies. 
2.4.2 Desktop Photo Management 
HCI studies of domestic photo practices have explored the integration of film and digital photography, 
focusing on what film versus digital can afford to assess the potential of new tools for established and 
emerging practices.23  A number of these focus on desktop computer interaction and screen display, 
                                         
22 These authors ground their inquiry in the theoretical framework set out in section 2.2.3. 
23 See section 2.2.4 for a recap on the use of ‘affordance’ in Interaction Design and HCI studies. 
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with mind to designing applications to support digital photo management, or what Kirk et al. (2006) 
refer to as ‘photowork’.  In particular, researchers address needs to manage ever-increasing volumes 
of photos in their desktop collections.  Frohlich et al. (2002) found that managing this volume poses 
challenges to people largely because it is a time-consuming and solitary endeavour, but also because 
procrastination over the enormity of the task leads people to complain of ‘forgetting details of people 
and events’ when organising and annotation collections.   
These insights are useful for prototyping novel consumer software. Technical studies have, to date, 
mainly focused on developing application support for the automatic organisation of large digital photo 
collections (Cooper et al., 2003, Graham et al., 2002, Cooper et al., 2005).  Content-based image 
retrieval (CBIR) systems have been developed to assist ‘browse’ and ‘search’ activities through the 
automatically categorising (tagging) photos (Kuchinsky et al., 1999, Kang and Shneiderman, 2000, 
Drucker et al., 2004, Bederson, 2001, Sun et al., 2002).  For most of these prototypes, chronological 
clustering is acknowledged as an effective (and user-friendly) means of sorting (Girgensohn et al., 
2004, Cooper et al., 2005, Ames and Manguy, 2006, Drucker et al., 2004, Platt et al., 2003). Some 
designs use metaphors from printed photos in the virtual world, such as the notion of photo ‘stacks’ 
to represent the size of the collection (Kray et al., 2009).  
Despite the technical complexity of these prototypes, studies of use reveal that only relatively simple 
browsing features of CBIR systems have been taken up in family homes (Rodden and Wood, 2003).  
This highlights the built-in assumptions that designers carry when envisaging desktop support for 
future photography, especially in a familial-domestic context.  An empirical study by Kirk et al. 
(2006), further addresses this.  The researchers found that the volume and networking of domestic-
familial collections increased the complexity of what they call ‘photowork’, lending weight and new 
significance to activities of editing, browsing as well as sharing.  Browsing activities came to the fore 
whilst people did less goal-directed searching; recent photos were browsed more frequently than 
older ones; and people valued tools that supported desktop triaging, (that is, sorting and editing). 
These observations of photowork and its complexity have implications for understanding personal 
agency in future family photography.  Echoing Van Dijck’s claims, Kirk and colleagues note how the 
material properties of photos, afford ‘unique opportunities to the user’ for personal photography: the 
individual is empowered to take on the role of photographer, editor, developer and printer.  
Increased personal control is interpreted in terms of ‘flexibility’.  On the downside, they suggest, 
more work is involved and it is more complex.  Reflecting on these insights, and considering the 
‘generational divide’ on computing proficiency (Byron, 2008) found to impact intergenerational power 
relations (Mesch, 2006), it is presumed that junior household members, as photography’s ‘new 
recruits’ and technical experts, would be empowered by the new desktop tools, whilst their mothers, 
as the original organisers of collections, would be technically challenged and potentially 
disempowered. 
Kirk and colleagues describe the complexity of photowork in terms of the ‘lifecycle’ of the digital 
photo, from capture to display.  Whether shared immediately or sometime after downloading to the 
desktop, a distinct practice of ‘pre-share photowork’ was observed in their study: photos were 
triaged as they were selected for sharing, and edited using desktop tools. In the process, multiple 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
47 
new collections were formed for different sharing contexts and recipients, ‘subsets’ of the original 
collection.  The investment or ‘scale’ of work depended on the platform or ‘medium’ for display. For 
wall displays, image quality was deemed to be of high importance, requiring an iterative process of 
enhancement on the desktop.  
Significant for the current project is that traditional photo management practices, such as those 
described by Rose, may largely retain their character following digitisation because digital photos can 
be printed; however, the complexity of photowork afforded by digital tools, and the new technical 
competency required to handle them, potentially combine to diversify and transform these practices, 
with implications for the agency of the mother-as-chronicler.  These implications may be explored in 
the current project. 
2.4.3 Photos in Dialogical Exchange 
Many studies highlight the central role that photo sharing plays, following the advent of digital 
photography, in local and remote inter-personal communication. In their empirical accounts of 
domestic photo practices, Frohlich et al. (2002) refer to this phenomenon as ‘photo-talk’ and 
distinguish two forms of remote communication based on what they observed.  The practice of 
remote, asynchronous sharing perpetuated, whereby photos are, as in Rose’s description, distributed 
as prints by post, or, in the case of digital photos, ‘embedded’ in electronic mail (e-mail), or posted 
to online photo-albums via the desktop computer.  Frohlich and colleagues also noted the emergence 
of synchronous (or live) remote sharing, for example across the Internet, which is peculiar to digital 
photography.  Based on this, the authors anticipated the integration of photo-talk capabilities into 
photo-sharing tools that support remote live computer-mediated communication (CMC).  Their ideas 
have pre-empted contemporary commercial photo-sharing and social networking applications such as 
Flickr and Facebook24, which facilitate synchronous and asynchronous discussion threads surrounding 
photos posted online.  
The notion of ‘photowork ‘forces a conceptual focus on the handling of photos ‘prior to sharing’ or 
displaying. Miller and Edwards extended HCI research to look at display activities “after the 
photowork (is) completed” (2007, 348).  Online display is one of many contemporary platforms for 
viewing photos and is increasingly pervasive in the family home following the availability and diversity 
of online photo-sharing services. Flickr is an online community geared towards the public display of 
personal photos, presenting the following statistics of use on its homepage: “3,156 uploads in the last 
minute, 160,129 things tagged with ‘morning’, 2.6 million things geotagged this month”.25 As outlined 
in section 2.3.10, Miller and Edwards focussed their inquiry on ‘Snaprs’ use of Flickr.  The 
aforementioned statistics illustrate Snaprs’ hobbyist mentality towards photowork; uploading and 
tagging photos is viewed by Miller and Edwards as a part of the “pleasurable practice” of Snaprs’ 
hobby (ibid, 351) and part of “a social act” (ibid, 352) rather than a chore. Thus online photo display 
offers possibilities for new forms of dialogical exchange. The practice of Kodak Culture, by contrast, 
is seemingly aligned with the practices of photowork observed by Kirk et al. (2006) and Frohlich et al. 
                                         
24 http://www.facebook.com.  Accessed 12. 05. 10. 
25 http://www.flickr.com. Accessed 10. 04. 10. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
48 
(2002).  Alluding to Van Dijck (2008), the degree to which Snapr Culture is peculiar to younger 
generations has taken forward in this thesis as it unfolds. 
Nancy Van House has also empirically researched Flickr use and reports the newfound ease with which 
people can incorporate their digital photos into ‘everyday activity’ (2007, 2717).  Whilst Miller and 
Edwards emphasise hobbyist tendencies, Van House emphasises the everyday conversational nature of 
Flickr displays.  She found photos displayed online as part of mundane activities; content represented 
“ordinary pictures of daily life” (ibid, 2719).  Flickr was viewed as a site for sharing and exchanging 
rather than archiving photos, so collections were viewed as “transitory, ephemeral, ‘throwaway’” 
(ibid).  Photo annotations on Flickr, she adds, were “often dialogic”, prompting responses from at 
least the photo’s owner.  It may be said that the Flickr community exists among many similar social 
network sites that are also mediated by photos as well as other digital content (e.g. Facebook) for 
everyday dialogical exchange.  How this dialogical exchange might mediate domestic-familial 
representations within the parent-child relationship remains under-explored. 
2.4.4 Photo Displays Beyond the Desktop 
Although focusing on social interaction, HCI studies of photo practices have tended to focus on 
activity at the desktop computer.  One notable exception is an ethnographic study by Crabtree et al. 
(Crabtree et al., 2004), which explored photo handling beyond the desktop.  Building on work by 
Frohlich et al. (2002), Crabtree and colleagues argue that if ‘communication of experience’ is the 
‘raison d’être’ of photo-sharing, then it has been under-supported by desktop interfaces specifically 
because they lack the ‘manipulability and tangibility’ that has been historically central to sharing 
photos (Crabtree et al., 2004, 396).  The sharing of any digital media is, they posit, physically 
constrained by existing technology.  
The authors describe the ‘embodied interactional ways’ that their participants sat together and 
looked at printed photos, and the significance of this for interpersonal communication.  People 
viewing the photos established a mutually accessible location or ‘control centre’ towards which they 
could physically orient themselves; and a ‘party’ coordinated the presentation and distribution of 
photos to this group.  Echoing Dialogism, the authors make significant the relational positioning of 
individual viewers towards photos, for the meaning making that ensued in practice.  ‘Personal views’ 
were expressed through the “telling of multiple stories”. Gestures, such as pointing to referents or 
tapping, were coordinated as a means to “establish a mutual sense of the topic of conversation” with 
a particular other (ibid, 401).  The ‘return of photos to the control centre’ and the ‘pulling’ back 
together of multiple viewing parties were identified as two activities with implications for controlling 
the distribution of digital photos via the desktop.  The authors also fore ground how the presentation 
was designed for a particular setting and recipient.	  
This study illuminates the material affordances of the print.  People bring expectations to the 
handling of prints based on cultural antecedents and their own experience.26  Photos are situated 
within a ‘domestic ecology’ of artefacts and practices that ‘provide’ for given settings of photo 
sharing: material properties suggest particular forms and arrangements; collections can be organised 
                                         
26 See section 2.3.5. 
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to be available to-hand.  The authors conclude with the following. 
As	   we	   move	   from	   physical	   photographs,	   which	   are	   by	   their	   nature	   ecologically	   and	   materially	  
available	  to	  inhabitants	  of	  the	  home,	  to	  consider	  digital	  photography	  and	  imagery,	  the	  possibility	  of	  a	  
disconnection	  between	  digital	   photographs	   and	   the	   everyday	  practices	   through	  which	  photographs	  
are	  shared	  becomes	  increasingly	  possible,	  however.	  	  While	  the	  digital	  offers	  significant	  advantages	  in	  
the	  storage	  and	  retrieval	  of	  photographs,	  it	  is	  less	  clear	  how	  it	  promotes	  and	  supports	  the	  practice	  of	  
sharing	  photographs,	  particularly	  across	  groups	  at	  a	  distance.	  (Ibid,	  402)	  
Drawing from the material forms and arrangements of prints, the authors problematise the forms and 
arrangements of photographic presentation that that are afforded via computer-mediated 
communication (CMC). 
They elicit three ‘essential components’ to collocated photo sharing in the home: the organisation of 
photos for readiness-to-hand; the manipulation of photos’ physical properties for distribution; and 
“the production of an account that gives the photos in hand their particular meaning” (ibid, 402). 
Adopting Dourish’s (2001) framework (section 2.2.3), the authors present considerations for the 
design of desktop applications that foreground embodied interaction (and the agency of the user). 
Retaining control of the distribution of digital photos is considered to be a ‘crucial issue’ (ibid, 403); 
the design of ‘awareness mechanisms’ is advocated, which would sensitise users to the control issues 
without prescribing how to manage them.  Such awareness mechanisms would convey activities to the 
owner or distributor of photos, such as “when they have been moved and who is using them” (ibid, 
403).  Alluding to the luminosity of photos discussed by Van Dijck, the authors highlight the potential 
significance of ‘tracking’ distributed photos to the distributor, along with their subsequent 
‘presentation’ by others.  Since the publication of their study, awareness mechanisms, not dissimilar 
to these have been taken up in the design of social network applications (e.g. Facebook).  However, 
the authors’ approach and the implications that they offer could be criticised for assuming that 
people will want to share digital photos as they do physical prints and not embrace the novel 
affordances of digital technology to transform their practice.   
Lindley and Monk (2008) also explored the significance of embodied interaction for collocated photo 
sharing.  They also found the desktop sharing of photos to be less sociable than sharing around prints. 
Their empirical account of these contrasting activities showed that the physical positioning and 
orientation of people sharing the photos significantly affected their enjoyment of the activity.  The 
authors suggest that there is potential value in designing domestic technologies to support for group 
‘huddling’ and ‘socially directed gazing’ (ibid).  In a related study of photo sharing on a television 
screen, the authors found photo sharing was “more fun, less constrained and more natural” when the 
viewing party had equal control over the handling of the photos (ibid, 600), that is, when each group 
member used a remote control to manipulate a shared screen. The authors sensitise designers to the 
potential of multiple input channels for controlling digital displays in shared spaces, speculating that 
touch-screens “may afford the most equal type of control, and would be appropriate with a smaller 
screen that groups can huddle around” (ibid, 603). 
2.4.5 Making the Digital Tangible 
It has been established that digital photo sharing is problematised by a lack of tangibility.  At time of 
writing, desktop displays and digital photo frames are the TUIs that are most widely available to 
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consumers, although digital photo-cubes, key rings and other devices serve a corner of the market as 
well27.  However, championing the affordances of paper, Swan and Taylor (2008) argue that digital 
photo display remains under-supported by commercial applications, given the market dominance of 
digital photography and the proliferation of capture devices.  
To some extent, digital photo frames reproduce the form of the traditional frame and are marketed 
to support familial conventions and practices.  But they also afford networkability, and, perhaps, 
novel practices and new forms of ‘framing’.  It may be suggested here that designers currently do not 
fully exploit this potential. Hobbyist Philip Torrone recently customised a commercial digital photo 
frame so that it could be networked to Flickr and programmed to display particular photos in his 
kitchen, whilst ‘he did the dishes’.28  This anecdote indicates how commercial product design may 
struggle to keep up with emerging practices; a rich innovation space has opened up for networked 
domestic digital photo frames or a similar class of dedicated photo display device.  HCI researchers 
are exploring design possibilities and novel concepts will be reviewed here. 
Some prototyping studies explore hand-held display platforms to imitate the physicality of the 
traditional photo album.  Balabanović et al. (2000) prototyped a portable, hand-held digital photo 
viewer called StoryTrack, designed to support both collocated and remote storytelling.  Its use echoes 
the handling of the paper photo album for local sharing whilst taking advantage of digital 
affordances, including network building, so that photos annotated with audio recordings can be sent 
to others from the device for remote interaction.  In their studies of use, the authors found the 
digital augmentations to be popular alongside the physical.  Users enjoyed sharing photos “without 
having to sit around a computer screen, which was not seen as a sociable activity” (ibid, 571).  More 
recently, Hsu et al. (2008) created a similar hand-held, circular device for digital photo displays, its 
interface drawing upon the metaphor of stacks of printed photos.   
Williamson and Brown (2008) developed hand-held tangibility further with their prototype system 
called Flutter.  Flutter comprises a touch screen tablet pc and a photo-browsing interface that 
responds to tactile sensing (for example, shaking and tilting the hardware).  The design supports two 
modes of interaction: an ambient mode, in which the device can be placed on a stand rather like a 
digital photo frame; and an interactive mode, activated when a user takes the device out of the stand 
to browse.  Shaking the tablet initially displays a random set of photos from a collection, as prompt 
to browse; these ‘flutter down’ across the screen.  By selecting a particular photo and shaking again, 
more photos, associated via semantic tags, are ‘shaken out of the photo’.  This is accompanied by 
vibrotactile and audio feedback to the user, making the photos feel tangible. These features are 
further exploited by designing the stand as a ‘rocker’ to prompt the continued animation of photos in 
ambient mode. Significant here is that the benefits of the digital world are leveraged in device 
functionality as well as aesthetics: over the course of use, the system makes further semantic 
associations between photo-content, based on users’ handling of it.  There is potential for these 
associations to be useful in aiding photowork. 
                                         
27 See http://www.shinyshiny.tv/2007/02/desktop_digital.html for a recent example.  
28 http://blog.makezine.com/archive/2006/08/digital_picture_frame_1.html. Accessed 20. 06. 07 
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Introduced above, Petrelli and colleagues have comprehensively explored the handling of mementos 
and souvenirs in family homes, considering computer-related design to support the creation of 
autotopographies (Petrelli et al., 2009, Petrelli and Whittaker, 2010, Petrelli et al., 2008).  Echoing 
Middleton and Brown’s preoccupations29, Petrelli et al. observe how HCI has historically drawn on 
container metaphors for memory found in cognitive science, and under-explored the embodied and 
social construction of remembering.  Their empirical studies suggest that Interaction Design should 
support “active remembering with multiple types of objects that can be appropriated in highly 
flexible ways” (2008, 62). The material form that computers may take is a key design consideration.  
Frohlich and Murphy’s (2000) design of The Memory Box was an earlier foray into this area of research 
- and the digital augmentation of material mementos.  The possibilities of RFID technology for 
affording this have since been explored extensively (Van den Hoven, 2004, Hoven and Eggen, 2008, 
Van den Hoven and Eggen, 2005, Nunes et al., 2009, Nunes et al., 2008, Elliot et al., 2007b, Elliot et 
al., 2005). 
2.4.6 Ambient Photo Displays 
As suggested by Swan and Taylor (2008), the ambient ‘mode’ of displaying photo in the home remains 
relatively under-explored in HCI.  Kim and Zimmerman (2006) explored design possibilities for a 
system of ‘smart’, networked digital photo frames.  As with Flutter, their Cherish system attempts to 
learn patterns of association between content, in this case determining what to display where and 
when in the home environs and, significantly, to whom.  The design was based on user research: 
social interaction around photos was prompted by photos’ ambient display in specific locations.  
Cherish relies on distributed sensor technology to learn and automatically display photos that 
represent particular ‘social relationships’ in the presence of people for which those relationships are 
significant.  In other, research-orientated design, Martin and Gaver (2000) envision a more ad hoc 
design for ambient displays.  They challenge the notion of displaying ‘all images’ on a single 
appliance (such as the desktop):  ‘Placeholders’ are lightweight standalone displays (that could be as 
thin as photo prints, technology permitting), to support networked, distributed displays.  Both 
projects consider the possibilities for distributing desktop photo collections to multiple devices.  
Jung and Connelly (2007) have also created speculative designs to this effect, as have Swan and 
Taylor (2008). Swan and Taylor are particularly interested in how the forms and arrangements of 
ambient display technologies afford different levels of personal engagement. They sketched designs 
that differ from the conventional photo frame, as thought experiments to explore their interest. To 
date, these sketches have served as a reflection in the context of ongoing ideation activities.  But the 
designs have not been fabricated.  Indeed, none of the concepts mentioned in this section so far have 
been prototyped for deployment in an empirical setting, and it is hard to ascertain their potential 
significance in real-world scenarios of use. 
By exception, Mynatt and colleagues have deployed customised digital photo frames in empirical 
studies to investigate their use in family interaction (Mynatt et al., 2001, Consolvo et al., 2004).  A 
typical picture frame – not the image inside – has been augmented to display information ‘at a glance’ 
                                         
29 See section 2.2.8. 
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about the well being of the absent referent in the image contained. Chang and colleagues, in a user 
study more limited in scope (2001), customised two digital photo frames and placed them in different 
locations.  The frames were networked so that, when one was ‘touched’, the other lit up, and vice 
versa.  Device behaviour was connotative of handling a traditionally framed photo when thinking 
about its referent. Similarly, The Picture Frame (Garnæs et al., 2007) is a networked touchscreen 
interface resembling a traditional photo frame that is designed for intimate, real-time communication 
between romantic partners.  These various concepts build on a conventional function of the picture 
frame, that is, to establish the presence of a referent in their absence30; and all leverage the cultural 
codes evoked by the form of the traditional frame. The studies concern family awareness rather than 
representation, but are still relevant for this discussion. 
2.4.7 Digital Display Innovation 
Although not attending to photography per se, studies of a new ‘surface computing’ paradigm open 
up a design space for situating digital displays beyond the desktop.31  This paradigm offers 
interactional possibilities beyond digital television technology and home entertainment systems that 
are commercially available.  Multi-touch interaction with digital content on tabletops and other 
surfaces offers novel possibilities for displaying photos in the future home.  Rogers and Rodden (2003) 
identify three configurations of ‘situated display’ for surface computing. ‘Embedded displays’ are 
intrinsic technological features of a given physical environment. ‘Standalone displays’ are discrete 
surfaces for placing in existing environs and include electronic whiteboards and electronic tabletops. 
‘Integrated displays’ constitute an extensible system of networks stand-alone or embedded displays 
and other devices such as mobile or personal devices. These labels shall be drawn upon for the 
remainder of the review. 
Standalone displays have been prototyped to explore collaborative activities (Brignull et al., 2004, 
Izadi et al., 2005, Izadi et al., 2003).  Of particular relevance to the current project are user studies 
of electronic tabletop prototypes that have used photo-sharing exercises in semi-naturalistic or 
experimental conditions to entertain possibilities for applications.  Such projects consider photo 
displays in terms of manipulating digital content and addressing the challenges of TUI outlined by 
Dourish (2001). One example is the Personal Digital Historian (PDH), (Shen et al., 2003, Shen et al., 
2002).  PDH is a prototype application that utilises a circular electronic tabletop.  People handle 
digital photos on the surface using a stylus-based input, although in later iterations of the design a 
more sophisticated touch-based input is adopted that senses and tracks multiple users’ touch. The 
design supports collocated multi-user interaction with a single digital display.  Given the circular 
configuration, people can orientate themselves and their photos towards one another. 
The PDH was arguably designed to support dialogical exchange around photos in an interpersonal and 
conversational setting, its designers concerned with supporting multiple voices, or ‘group histories’, 
rather than designing for ‘the storyteller’ and her audience.  The digital interface enables the 
orientation of content from different vantage points around the table.  Other technical features 
                                         
30 See section 2.3.5. 
31 http://www.microsoft.com/surface/. Accessed 20. 06. 07. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
53 
support ‘personal views’ of shared content.  An empirical study of PDH in use reveals that the design 
supports multiple users; indeed, collaboration was found to be one of the most positively valued 
aspects of the user experience (Shen et al., 2003, 396). Significant for the current project is that the 
PDH harnesses affordances that Crabtree et al. and Lindley and Monk considered as significant32, 
complementing their insights on people’s physical orientation towards photos and each another in a 
collocated setting. 
The PDH technology has been utilised for subsequent research studies and prototypes, such as 
Sharepic by Apted et al. (2006).  As the technology has developed, novel tabletop tools of ever-
increasing complexity have been designed to handle photos on the interactive surface.  Significantly 
for the current project, this complexity starts to mirror the complexity of photo-handling that Kirk et 
al. (2006) observed at the desktop, raising questions about the technical proficiency required for 
accessibility and use.33  Sharepic is described as an interface “that allows users to move, rotate, 
resize and copy photographs and control objects, as well as generate new photographs from copies of 
whole photos, parts of photos or a layout of multiple photos” (Apted et al., 2006, 782).  Interactional 
possibilities include the use of physical handles, placed on the interactive surface, for manipulating 
digital content.  This combination of a physical and digital manipulability is referred to as ‘hybrid 
interaction’ (Terrenghi et al., 2007) and offers rich possibilities for display innovation, as many 
working in the field have already shown (Hilliges et al., 2006, Hilliges and Kirk, 2009, Kirk et al., 
2010, Kirk et al., 2009).  
Questions emerge about the social function of these developments in embedded display technology. 
None of the studies cited in this section explore photo display in terms of the contextualised practice 
of photo display in everyday home life, with one exception (Kirk et al., 2010).  User studies of 
tabletop and hybrid interaction have taken place under lab conditions and understandably eschew 
contextual factors relating to home settings and representational practices.  This reveals a significant 
space for inquiry within the current project.  The exception to the other studies, by Kirk et al. (2010) 
has taken place in a parallel timeframe to the current project, producing insights that complement 
those set out in this unfolding thesis.  
2.4.8 Integrating Displays 
Another consideration relevant for this discussion is the networking of embedded display technologies 
with personal mobile devices.  Collectively, the digital devices can take advantage of the Internet to 
create new possibilities for practice.  These possibilities shall be addressed in the remainder of the 
review, as they relate to photo display at home.  
As multi-functional communication devices, camera-phones are always at-hand, at home and beyond. 
Indeed camera-phone functionality can be seen to signal the reconceptualisation of the digital 
camera as an 'information appliance' (Liechti and Ichikawa, 2000).  This perception is enhanced by its 
potential to gather a huge variety of contextual information at the point of capture, including, at the 
very least, date, time and location (Gurrin et al., 2005, Naaman et al., 2004).  The ever-increasing 
                                         
32 See section 2.2.4. 
33 See section 2.4.2. 
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spectrum of device functionality prompts further reflection by designers, on the social function of 
photos, and different contexts for display (Ljungblad et al., 2004, Bentley et al., 2006).  For example, 
‘geo-tagging’ is popular in Flickr communities, but it might not be on other display platforms. 
Sarvas and colleagues (Sarvas et al., 2004b, Sarvas et al., 2005, Sarvas et al., 2004a) explored the 
'mobile phone-as-camera', drawing attention to its multiple functions.  The authors’ premise was 
that, because the camera-phone is inherently networked and networkable, it affords new possibilities 
for social interaction with photos. They coined term ‘mobile photo’ to emphasise this potential 
(Sarvas et al., 2005), and devised a novel “picture sharing system” to explore it; their prototype 
facilitates ‘immediate’ and ‘controlled’ sharing directly from the camera-phone to the web, via a 
standard desktop browser (Sarvas et al., 2004b, 724); and leverages data provided by other 
applications on the device, specifically the address book. 
Davis et al. (2005) developed a similar system in collaboration with Sarvas, dubbed ‘share guesser’, 
which enables similar activities but was specifically designed to address obstacles to sharing camera-
phone images that may come with technical complexity.  Leveraging networked sensors, this system 
tries to predict social contexts for sharing, generating metadata to infer this. The rationale was to 
enable people to concentrate on whom they want to share a photo with rather than the 
‘technological mechanisms’ by which it is shared.  Van House and colleagues carried out user studies 
of this prototype, at the same time more generally exploring emerging social functions of camera-
phone photography (Van House, 2007, Van House et al., 2005, Van House, 2009).  Their findings 
revealed people becoming attached to camera-phone images, partly because of the ease with which 
photos can be sent as real-time messages to others at a distance; remote sharing in real time was a 
positively valued experience.  Also, this functionality supports sharing as a ‘casual’ gesture and, this, 
in turn, is seen to encourage ‘experimentation’ and alleviate the sense of familial obligations 
associated with traditional photo handling.  However, the authors found that face-to-face sharing was 
still preferred. 
2.4.9 Connecting Family & Friends 
The increased ubiquity of photo-sharing opportunities has led some researchers to consider the use of 
mobile devices within the family home and the implications of their use in family life.  Counts and 
Fellheimer explored the integration of photo sharing across mobile and fixed devices as “maintenance 
of a presence in the lives of friends and family” (2004, 600).  A prototype application enables the 
automatic sharing, annotation and ‘retrieval’ of digital photos within a designated group, viewable on 
mobile and desktop platforms.  This design addresses privacy and monitoring concerns akin to those 
outlined by Crabtree et al. above, with functions that mimic how printed photos are ‘gathered up’ at 
the end of a sharing session.  In a field deployment, the system increased sharing activity within a 
group and, in turn, social connectedness.  Significant for this current project, the integration of the 
desktop display alongside the mobile platform was particularly valued. 
It is evident from the camera-phone studies just reviewed that the desktop browser may play a 
valued role in a mobile photo sharing system.  Some researchers have paid particular attention to this 
person-to-place communication.  Although not exploring photo-sharing per se, the Homenote project 
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(Sellen et al., 2006) investigated the value of a specific, communal site for displaying digital 
messages in a family home. The authors prototyped a standalone display device called Homenote, 
comprising a tablet pc with a touchscreen interface for ‘scribbling’ and displaying digital messages at 
a fixed site.  Messages can be sent to Homenote from mobile devices.  Unlike the other prototypes 
described so far in this section, Homenote is an example of a technology probe,34 designed for 
deployment in family homes to support empirical research in particular ways. The probe incorporated 
sensing technologies for gathering data on everyday family interaction relating to the design space 
under investigation; and users were also interviewed about their experiences of use.  As such, the 
probe was likened to a ‘Trojan Horse’.  Its use revealed a “knitting of moral and practical concerns” 
(ibid, 387). Where the device was placed in homes turned out to be critical for how it was used and 
who used it; junior householders valued it for the novel opportunity to ‘inscribe’ their personal 
identity at home; and it turned out that the ability to do this depended, not on the display 
technology made available in material terms, but on the social order established within the 
household.  
The deployment also highlighted the different levels of engagement that family members have with a 
digital display device, its ‘at a glance’ properties and their effect upon the nature of family 
communication.  These properties support an emotional-volitional form of expression, a ‘social 
touch’, which communicates affection and awareness to members rather than the practical aspects of 
home life.  Thus, the deployment provided insights about the meaning of embedded digital displays in 
the context of familial-domestic relations. In light of these findings, the use of the technology probe 
method is taken up in the current project. 
2.5 Reflection: Synthesising Multiple Perspectives  
This review has aimed to weave together literatures from multiple disciplines to map out a 
theoretical landscape depicting the role of photo display in self and family representation at home. 
Indeed, it is proposed that this synthesis of literatures forms a major contribution of the current 
project to discourses that embrace the ‘contextual revolution’ (Bruner, 1990), including ‘a social 
psychology of experience’ (Middleton and Brown, 2005) and, in HCI, ‘experience-centred design’ 
(Wright and McCarthy, 2010).  The aim of this final section is to use the insights set out in the review 
to further develop the aims and objectives of the current project. 
2.5.1 Illuminate the Dialogical Self ‘in the Wild’ 
Section 2.1 of this review set out literatures in the social sciences that explore the concept of the 
dialogical self (Hermans and Kempen, 1993, Harter, 1999, Mayerfeld Bell and Gardiner, 1998).  These 
literatures were broadly positioned within a social psychological discourse that places theoretical 
emphasis on understanding selfhood as ‘situated’ and ‘distributed’ in lived experience (Middleton and 
Brown, 2005, Bruner, 1990).  From this vantage point, the dialogical self is viewed as an inherently 
socio-cultural phenomenon, described in terms of relationships with others. Its formulation is based 
on the literary theory of Bakhtin, and in particular his concept of Dialogism (Bakhtin, 1993, Bakhtin, 
                                         
34 See section 2.2.6. 
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1986a, Bakhtin, 1984, Holquist, 1981).  The review has collected literatures together to relate this 
concept to Pragmatism and Existential Phenomenology; this linkage provides the theoretical 
foundation for the current project (Gardiner, 1998). 
This foundation supports inquiry into the social psychology of selfhood within parent-child 
relationships.  Arguably, Dialogism provides a rich set of conceptual lenses for exploring 
intergenerational representational practices coloured by power dynamics and the social ordering of 
family life.  As the review has shown, the concept of the dialogical self is relatively new, and framed 
in multiple ways.  Its exploration has sparked contention within the DST discourse (Sullivan and 
McCarthy, 2004); and it has been under-explored, empirically, from a phenomenological perspective 
and in relation to design (Hermans, 2008, Hermans and Hermans-Konopka, 2010).  This gap in 
understanding will be unpacked in the next chapter.  Suffice to say here that the current project aims 
to produce empirical insights on intergenerational representational practices that further illuminate 
the concept of the dialogical self. 
The subject of photo display invites scrutiny on a social psychology of experience that is mediated by 
artefacts (material culture), including digital technologies. This is fuelled by the rationale in the 
current project to generate insights to inform the design of display technology for family homes.  
Section 2.2 reviewed Pragmatic, Dialogical and Phenomenological perspectives on human-computer 
interaction (HCI) that may be taken up in the current project.  It is argued here that, whilst there is 
an established literature in HCI representing these perspectives (Dourish, 2001, Wright and McCarthy, 
2008, McCarthy and Wright, 2004, Wright and McCarthy, 2010), DST and the concept of the dialogical 
self, as formulated in the self-psychology literature, remains under-explored in HCI.  This frames a 
key research question for the current project: how might DST inform Interaction Design methods and 
the design of computer-related artefacts that support the social psychological functioning of family 
life at home?  An intended contribution of the thesis, as it unfolds, is to interrelate the self-
psychology and HCI literatures to establish new dialogues that may inform Interaction Design 
methods.  
2.5.2 Explore Social Uses of Photos in Family Homes 
Section 2.3 described literatures on photography and its use as a representational device in the 
familial-domestic context.  This part of the review fleshed out the societal trends introduced in 
Chapter One, on the digitisation of home technology and the democratisation of family.  The renewal 
of social democracy in contemporary British society (Giddens, 1998) has been linked to the 
democratisation of photography practice in family homes (Shove et al., 2007, Van Dijck, 2008). The 
trend has been framed by the increased participation of junior householders in photography and novel 
forms of representation that they create.  These literatures invite new research questions on the 
nature of familial democracy as it relates to photo display and the social function of photos in 
everyday home life.    
This insight hones a central aim of the current project: to explore the ‘apparent democratisation’ of 
photography as it relates to the representation of intergenerational relationships at home.  Inquiry 
will endeavour to ‘give voice’ to junior family members on this subject, on how they might be 
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embracing ideas of democratisation to engage in self and family representation at home alongside 
their parents. This approach is deemed novel given the historic dominance of maternal narratives on 
photography in theory and practice (Rose, 2003, Rose, 2005, Hirsch, 1997). Inquiry is to be connected 
to further exploration of the dialogical self: the phenomenological reflections provided by Rose 
(2004), above, may be expanded from an intergenerational perspective and through a distinctly 
dialogical lens.  Childhood and, in particular, adolescence is an age when the formation of the self - 
and ideas about personal identity - is fore grounded in the mind’s eye (Harter, 1999, 2003); this 
further motivates the inclusion of juniors and specifically teenagers in the research population. The 
rationale behind the choice of research population will be unpacked in the following chapters. 
2.5.3 Design for Photo Display in Family Homes 
To hone the design-related aspects of the inquiry: intergenerational perspectives on familial-domestic 
photo displays may be engaged to generate considerations and inspirations for the design of tools and 
services to support the display and broader experience of photos in family homes. 
Central to this line of inquiry is a consideration of how the tools available for displaying photos may 
empower and disempower practice through their material and social affordances.  Section 2.4 of the 
review highlighted ways in which the material forms of film-based versus digital photos invite 
different forms of expression and different social functions.  It is suggested that these differences 
may be linked to generational differences in the adoption of digital photography.  Traditionally, 
photo display has been pursued by ‘mothers-as-chroniclers’, through framing prints and constructing 
photo albums.  Following digitisation, these practices can retain their character because digital 
photos can be printed.  However, as digital photography continues to pervade the home, the 
increasing volume and multiplicity of digital collections, their transmutability and the new technical 
competency required to handle them, all combine to increase the complexity of display activity (Kirk 
et al., 2006).  In parallel, the increased participation of junior householders in photography presents 
potential competition to the maternal voice. Juniors are empowered by their relative technical 
competence with digital technology, with implications for the social ordering of home (Mesch, 2006). 
2.5.4 The Key Research Objectives  
The review of literature in this chapter has described a number of key concepts that are present in 
different disciplinary discourses.  These concepts include Embodied Interaction, Technology as 
Experience, The Dialogical Self and Familial Democracy.  The researcher has identified connections 
between these concepts (amongst others) in order to make sense of the research subject under 
inquiry. These interconnections have been summarised in the previous section.  In the course of 
engaging with the various literatures, the researcher has revealed opportunities for novel lines of 
inquiry that traverse multiple disciplinary landscapes, with scope to extend and elaborate the 
concepts that are presented and the understandings they encapsulate.  
These lines of inquiry will now be framed in terms of the following key questions.  In relation to 
section 2.5.1, how might the concept of the dialogical self be explored ‘in the wild’ and in connection 
to the functioning of everyday family life?  How might the concept of the dialogical self inform 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
2. RELATED WORK  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
58 
Interaction Design methods and the design of photo display technologies that support the social 
psychological functioning of family life at home?  In turn, how might Interaction Design practice 
illuminate the dialogical self? 
In relation to section 2.5.2, what is really meant by the ‘democratisation of home image making’35 
and, in turn, the democratisation of family?  If the uses of photography have ‘evidently changed’ by 
its digitisation, then how might the singular narrative of the mother-as-chronicler, which serves to 
integrate familial-domestic space, be transformed by her child’s participation in photography?  What 
do intergenerational representations of the family look like and how do they mediate selfhood?  These 
two sets of questions frame the need for an interdisciplinary methodological approach.  A further, key 
question is: how might Interaction Design practice be used to engage research questions about the 
social psychology of experience? 
These lines of inquiry will be embraced in the chapters to follow. A key consideration to emerge is 
how the intergenerational expression of self and family at home may be maximally afforded, 
supported and enriched through the design of display technologies, rather than constrained or even 
undermined.   The over-arching objective of the project is to develop a phenomenological account of 
the dialogical self, mediated by intergenerational relations, photos, and forms of photo display, in 
order to: 
  (1) Understand the social functions of photo displays in a family home setting; to develop a 
dialogical perspective on the politics of family photo display; to illuminate self-processes and social 
relationships;  
  (2) Generate considerations for the design of display technology for this setting; 
  (3) Promote pragmatic-dialogical understanding in design practice and practice-based research in 
the HCI field.   
The over-arching objective of the current project, and the basis for the thesis that will unfold, is to 
interlink interdisciplinary concerns in theoretical and empirical inquiry in order to pursue the 
questions set out here.  The next chapter serves to crystallise the extant conceptual understandings 
in the literature that have been described in this chapter, and use them to formulate a 
methodological approach for pursuing lines of inquiry in the current project.  
 
                                         
35 See section 2.3.8. 
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3. Methodology 
3.1 Dialogism & Embodied Interaction 
The previous chapter established epistemological compatibility between Dialogism, Pragmatism and 
Existential Phenomenology.  The approach to empirical inquiry for the current project is positioned at 
the intersection of these philosophies. This current chapter will establish the researcher's 
epistemological position; that is, how she formulated empirical methods and an analytic framework 
that build upon this theoretical foundation. The notion of the dialogical self provides a conceptual 
focus for exploring the research subject. 
3.1.1 ‘Real world’ Subjectivities 
Chapter Two referenced various lenses on self-psychology that draw from Bakhtinian Dialogism.  
For	   Bakhtin,	   the	   self	   is	   an	   embodied	   entity	   situated	   in	   concrete	   time	   and	   space,	   and	   which	   is	  
constituted	  in	  and	  through	  its	  dialogical	  relations	  with	  others	  and	  the	  world	  at	  large.	  	  The	  subject	  is	  
certainly	  decentred,	  but	  not	  erased	  altogether,	  for	  Bakhtin	  places	  a	  considerable	  premium	  on	  human	  
creativity,	  responsibility	  and	  agency.	  (Mayerfeld	  Bell	  and	  Gardiner,	  1998,	  6)	  
Perhaps the most comprehensive theory of the dialogical self to date has been provided by Hermans 
and Kempen (1993), developed later by Hermans and others (Hermans, 1999b, Hermans, 2000, 2001b, 
2001a, 2004, Hermans and Dimaggio, 2004, Hermans, 2006, Hermans and Dimaggio, 2007, Hermans, 
2008, Hermans and Hermans-Konopka, 2010, 2003b, 2003a, Hermans et al., 1993, Hermans and 
Kempen, 1998, Hermans, 1999a, Hermans and Kempen, 1999), through the formulation of DST.  
However, DST is not drawn upon exclusively to shape the methodology for this project for reasons 
that follow. 
Over the course of its formulation (Hermans et al., 1992) and iteration, DST has been aligned with 
epistemologies other than the phenomenological, including Social Constructivism and, most recently, 
neurodevelopmental theories associated with Cognitive Science (Hermans, 2008).  The researcher 
found many of these accounts to be incompatible, in epistemological terms, with the methodology 
sought for this project.  As previously outlined, this project proceeds from a socio-cultural 
understanding of the world that is distinct from the Behaviourist orientations of cognitive psychology 
(Bruner, 1990).  Consequentially, the methodology formulated here has been informed most directly 
by Hermans and Kempen's comprehensive publication of 1993, and less by subsequent DST accounts.  
The approach taken here is, however, sympathetic to some social constructivist and discursive 
psychological accounts. ‘Positioning’ (Harré and Langenhove, 1999, Harré and Van Langenhove, 1991) 
and ‘Narrative’ (Sarbin, 1986) theories are drawn upon to the extent that they enable the 
conceptualisation of an embodied, dialogical self, engaging with others in a social world.36  
Given this project’s positioning in the HCI field and its pragmatic concern with user experience and 
design innovation, a phenomenological epistemology has been adhered to that probes, not how 
‘realities’ and ‘truths’ are socially constructed per se, but rather how our experience of being in the 
                                         
36 See sections 2.2.5 and 2.2.6. 
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world is made meaningful through dialogical relationships between people and things.  Drawing from 
Bakhtin’s theory, 'truths' are established dialogically and intersubjectively (Mayerfeld Bell and 
Gardiner, 1998). 
The methodology has been devised within the context of designing new technologies.  Alongside DST, 
two other conceptual frameworks have been drawn upon to inter-relate the practice-based concerns 
of Interaction Design within HCI, namely Technology as Experience (McCarthy and Wright, 2004) and 
Embodied Interaction (Dourish, 2001).  Introduced in sections 2.3.1 and 2.3.3 respectively, these 
frameworks have been positioned by their authors as ‘foundational’ and ‘provisional’: each offers 
scope for conceptual development because neither is presented as a ‘unified theory’ per se rather as 
a ‘lens’, a way of seeing (McCarthy and Wright, 2004, 184). 
3.1.2 A Pragmatic-dialogical Approach 
As set out in section 2.2.5, Bakhtin's notion of 'felt life' equips the researcher with conceptual tools 
for researching the qualitative experience of intergenerational relationships mediated by photo 
displays.  A feature of McCarthy and Wright's framework is that it articulates "an aesthetic approach 
to seeing technology as experience" (McCarthy and Wright, 2004, 184); the authors draw from Bakhtin 
to define ‘aesthetic experience’ as distinguished from ‘prosaic experience’. 
If	   we	   think	   of	   experience	   as	   the	   ordinary,	   everyday	   flow	   of	   events,	   many	   of	   which	   pass	   by	   us	  
unnoticed,	  aesthetic	  experience	  stands	  out	  as	  satisfying,	  enlivening,	  and	  sometimes	  challenging.	   	  As	  
we	  have	   already	   emphasized,	   it	   is	   not	   that	   some	   activities	   or	   events	   are	   intrinsically	   satisfying	   and	  
others	  not;	  rather,	  the	  aesthetic	  quality	  of	  the	  event	  reflects	  the	  way	  in	  which	  person	  and	  event	  relate	  
to	  each	  other.	  (Ibid,	  88)	  
The meaning of an experience is established in people's relations with others and the world, as is its 
potential for enrichment.37  The authors add: "(f)or Bakhtin, the relationship of one consciousness to 
another consciousness, as an other, is constitutive of aesthetic experience" (ibid, 75). 
Because aesthetic experience is viewed as intersubjective, it is 'simultaneously ethical' (ibid, 67)38: 
“(o)ut of the particularities of dialogical relationships come both - and separately - the aesthetic 
experience of absorption in another and the ethical experience of answerability to the other” (ibid); 
relationships are 'consummated' in this manner.  Arising from these dynamics is the possibility for 
creativity: "(s)eeing technology as experience requires that we see any boundaries between humans 
and technology as constituted by the dialogical relations sustaining them and that we see human-
computer relations as always open and becoming" (ibid, 78). 'Bakhtin's commitment' to unfinalisability 
embraces values such as 'potentiality, freedom and creativity' (ibid, 69).  This possibility gains new 
significance in the context of design innovation.  
This conceptualisation of experience has been useful to take up in the current project. Viewing 
technology as experience engages the challenge of designing to support the enrichment of 
experiences, a central tenet of Pragmatism (ibid, 71).  This view, McCarthy and Wright suggest, may 
"shine a light on experience that falls short of the richest experience we can imagine and, in the 
process, to provide a model for design and evaluation" (ibid, 91).  Indeed, the application of this 
                                         
37 Note that Bergson and James notions of 'experience as flow' are echoed here. 
38 This is noted in section 2.1.12. 
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framework in design practice has most recently been consolidated into a distinct approach, expressed 
as ‘’Experience-centred Design’ (Wright et al., 2008, Wright and McCarthy, 2010). 
Embodied Interaction (Dourish, 2001) offers additional conceptual tools that have been fundamental 
in shaping a methodology for the current project.  With the notion of embodied engagement at its 
core, this framework pulls focus on the phenomenological properties of people's interaction with 
technology and the pragmatics of its use – its material and social affordances39.  This lens 
complements McCarthy and Wright’s dialogical foregrounding of the emotional-volitional phenomena 
that may ‘colour’ and ‘direct’ these interactions.  Both frameworks arguably provide complementary 
language; both assume a Pragmatic stance and both are compatible with Phenomenology.   
Therefore, for the purposes of this project, the 'foundations’ of Embodied Interaction and the 
concept of ‘technology as experience’ are incorporated into a broader ‘pragmatic-dialogical’ 
approach (Wright and McCarthy, 2008, 638-9).40  Whilst the hyphenated term ‘pragmatic-dialogical’ 
was coined by Wright and McCarthy to articulate an ‘empathetic’ approach to HCI research (ibid), it 
has been developed in the current project into a distinct methodological approach. This approach has 
provided analytic tools for understanding experiences in terms of relationships, adhering to the idea 
that dialogue between people and things is central, not only to one’s identity, but also to the 
functioning of relationships.  This allows the researcher, in the unfolding thesis, to explore how talk 
on photo displays may signal the enrichment of photographic experiences at home for the family.  It 
focuses on the aesthetic, creative, ethical aspects of people’s experience with photos and display 
technologies in the context of their nuclear family unit. The rationale behind the application of 
pragmatic-dialogical lenses in the current project was to generate social psychological understandings 
of lived experience that represent the mediation of artefacts; to this end, inquiry has been ‘shot 
through’ with an aesthetic, creative and ethical motivation to enrich that experience through design. 
It is hoped that the insights generated from this endeavour may complement contemporary studies of 
Experience-centred design (Wright and McCarthy, 2010) and more broadly contribute to post-Positivist 
discourses within HCI. 
Herein is composed framework for analysing photographic experiences in everyday family life.  The 
discussion will now turn to consider in more detail how theories of knowledge associated with 
Interaction Design and Social Psychology may be inter-related to formulate interdisciplinary methods. 
3.2 Social Science & Design in HCI 
3.2.1 ‘The Play of Possibilities’ 
The pragmatic-dialogical methods formulated for this project were shaped by what may be viewed as 
an epistemological tension concerning the project’s interdisciplinarity.  In the HCI (and related 
CSCW41) literature, a number of people have problematised the relationship between Interaction 
Design practice and qualitative (and in, particular, ethnographic) methods of inquiry used in the 
                                         
39 See section 2.2.3. 
40 ‘Pragmatic-dialogical’ is used rather than ‘pragmatist-dialogical’ to be consistent with the cited reference. 
41 CSCW is an acronym for Computer Supported Cooperative Work. 
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social sciences (Button and Dourish, 1996, Plowman et al., 1995).  In HCI there is an underlying 
rationale to use social science to open up and inform an innovation space.  However, attempts to 
translate qualitative, social scientific insights from the site of inquiry into recommendations for 
design, prototypes, or, more broadly, articulations of an innovation space, are often criticised in the 
discourse for being reductionist. The largely descriptive nature of qualitative inquiry is viewed by 
some as being at odds with design practice, the latter being characterised by problem-solving rather 
than problem-setting, instruction rather than description. As a result, polyphonic accounts may be 
reduced to a monological set of ‘design implications’ or ‘user requirements’ whereby a single 
interpretation of system’s use is preferred, assumed and optimised (Dourish, 2006a, Sengers and 
Gaver, 2006).  
Dourish (2006a) suggests that the construal of ‘design implications’, as a goal of HCI research, is a 
genre convention that creates a false dichotomy between design activity and what goes on in the real 
world, a disconnection between what is recommended for design and, then, what is designed  (2006a, 
545).  Anderson (1994) captures this tension in an account that has informed the above claims. He 
invites researchers to “open up the overall problem-solution frame of reference” (1994, 170).  
Seeking	   to	   evaluate	   all	   practices	   against	   a	   single	   or	   narrow	   range	   of	   formal	   criteria	   may	   cause	  
designers	  to	  miss	  much	  of	  what	  is	  vital	  to	  the	  lived-­‐work	  of	  the	  technology	  in	  use.	  …	  	  In	  other	  words,	  
the	  contribution	  that	  ethnography	  may	  make	  is	  to	  enable	  designers	  to	  question	  the	  taken-­‐for-­‐granted	  
assumptions	  embedded	  in	  the	  conventional	  problem-­‐solution	  design	  framework.	  (Ibid)	  
He suggests that, rather than be blinkered by ‘requirements capture’, designers may benefit from 
engaging with the analytic mindset and accounts of social scientists, in and beyond the site of inquiry: 
in this way the ‘real world’ pragmatics of lived experience are revealed to them. 
The	  liaison	  between	  analytic	  ethnography	  and	  design	  could	  well	  form	  the	  field	  of	  a	  practical	  sociology	  
committed	  to	  a	  serious	  engagement	  with	  the	  design	  problematic	  –	  the	  interventionalist	   impulse.	   	  …	  
Instead	   of	   providing	   yet	  more	   grist	   to	   the	  mill	   of	   conventional	   design	   solutions,	   ethnography	  may	  
offer	   sensibilities	   that	   will	   cause	   designers	   to	   question	   the	   presuppositions	   of	   their	   conventional	  
outlooks.	  (Ibid,	  178-­‐179)	  
Hence, an ethnographic analytic sensibility might enrich design thinking by opening up “the play of 
possibilities” (ibid, 170).  This view evokes Bakhtin’s concept of establishing 'openness' within 
dialogical relations in order to enrich experience, and is adopted for the current project. 
3.2.2 Practice-based Research 
This debate invites clarification, in the unfolding thesis, about the purpose that Interaction Design 
expertise could serve in HCI research and what forms of knowledge it may generate.  Aligned in 
thinking, Zimmerman et al. (2007) and Stolterman et al. (2008) have gone some way to define and 
distinguish different uses of Interaction Design in research.  Of use here is their collective framing of 
the potential for design processes (practice) and designed artefacts to generate knowledge about a 
site of inquiry, and for these products of research to be distinguished from the activities involved in 
designing consumer products.  The rationale behind the designer-as-researcher is to understand how 
to make “the right things” based on a rich, dialogical understanding of the context being designed 
for; this rationale is differentiated from that concerned with “making commercially successful things” 
(Zimmerman et al., 2007, 499).  This positioning of Interaction Design, as practice-based research, 
was taken up in the current project. 
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Critical accounts have attempted to articulate the assets that design expertise may offer HCI 
research.42 Anderson (1994), Dourish (2006a) and Sengers and Gaver (2006) find a parallel between 
ethnography’s aim to ‘open up the play of possibilities’ and the creative aspects of design, proposing 
that the coupling of design and field research may be used to investigate what might be the very 
subject of design, as contextualised in people’s lives.  In a view that is sympathetic to Donald Schon’s 
notion of ‘reflection-in-action’ (1983), a practice-based, ‘interventionalist’ approach to research may 
be adopted to understand not only how to support current practices but also to critically re-think the 
very practices that design mediates, imagining possibilities for change and how to support emerging 
practices. This approach may be incorporated into a pragmatic-dialogical methodology because it 
brings creative and aesthetic sensibilities to social scientific inquiry and, vice versa, engages the 
designer with social understandings (Wright and McCarthy, 2008, Wright and McCarthy, 2010).  
Building on the theoretical foundations set out in section 3.1, methods for the current project 
engaged social psychological inquiry through design practice. 
However, this endeavour has presented a number of epistemological challenges that are well-
illustrated by Dourish (2006a) in a critique of the Probes methods introduced in Chapter Two, namely 
‘Cultural Probes’ (Gaver et al., 1999) and ‘Technology Probes’ (Hutchinson et al., 2003).43  Dourish 
suggests that these methods “arose within the design community as a means to conduct broad-based 
surveys of user experience” (2006a, 549); they generate data that is “intended to provide inspiration 
rather than the basis for analysis” (ibid). 
At	  first	  blush,	  these	  techniques	  bear	  a	  certain	  broad	  resemblance	  to	  ethnographic	  methods,	  in	  terms	  
of	  their	  open-­‐ended	  approaches	  and	  reliance	  on	  qualitative	  rather	  than	  quantitative	  materials.	  Within	  
HCI	  research,	  they	  are	  often	  proposed	  as	  alternatives	  to	  “full”	  ethnographic	  methods	  when	  time	  is	  at	  a	  
premium.	  At	  the	  same	  time,	  though,	  they	  clearly	  fail	  to	  capture	  what	  an	  ethnography	  captures,	  given	  
that	  they	  lack	  the	  coupling	  of	  analytic	  and	  methodological	  concerns,	  and,	  again,	  locate	  the	  topics	  of	  
interest	  outside	  of	   the	  relationship	  between	  ethnographer	  and	  subject.	  …	  Cultural	  Probes,	   then,	  are	  
not	   simply	   “discount	   ethnographies”	   –	   instead,	   they	   produce	   results	   that	   are	   inherently	   quite	  
different.	  Again,	  the	  topic	  of	  their	  inquiry	  is	  quite	  legitimate;	  but	  arguably,	  they	  are	  rejections	  rather	  
than	  variants	  of	  ethnographic	  inquiry	  and	  its	  topics	  –	  techniques	  that	  do	  place	  primary	  emphasis	  on	  
implications	  for	  design.	  (Ibid,	  548-­‐9) 
These methods are, ‘legitimately’, Dourish suggests, to seek design inspiration in the case of Cultural 
Probes, and to produce design implications in the case of Technology Probes.  As a consequence, he 
posits, they ‘lack the coupling of analytic and methodological concerns’ and cannot ~ nor claim to, 
produce ‘full’ analyses of the research subject that captures the play of possibilities. 
3.2.3 Research-orientated Design 
This critical insight was used to shape methods for the current project.  Boehner et al., (2007) have 
pointed out that the Probes methodology (as outlined above) is grounded in genuinely reflexive and 
dialogical positioning of researchers, their participants and the setting.  However, the ‘take-up’ of 
the Probes’ methods within the ‘implications for design approach’ has, perhaps, conventionalised 
them; and, as such, obfuscated their potential value as tools for doing social science.  A line of 
argument is developed in the thesis, that design practice has the potential to enrich qualitative 
                                         
42 See section 2.2.7. 
43 See sections 2.3.6 and 2.3.7. 
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methods, but must be incorporated with awareness of the pitfalls that Dourish identifies.   
Dourish highlights two ethnographic sensibilities that may inform methods for the current project. 
First, ethnography is ‘inherently interpretative’ because it does not just involve reportage but rather 
“how members’ experiences can be understood in terms of the interplay between members and the 
ethnographer” (Dourish, 2006a, 543).  Second, it retains a conceptualisation of technology as a “site 
for social and cultural production”, as providing “occasions for enacting cultural and social meaning” 
(ibid, 546). Methods for the current project intended to embrace these two sensibilities. The broad 
aim was to produce rich social psychological insights as well as inspirations for design, whereby the 
latter may or may not be product of the former and vice versa. 
3.3 Making Creative Interventions 
Pragmatic-dialogical methods for the current project were further shaped by ‘critical approaches’ to 
practice-based research previously set out in section 2.2.7.  A description follows on how these were 
taken up.  
3.3.1 Reflective Design 
Sengers and colleagues (2005) propose a set of ‘Reflective Design’ methods that were adopted for this 
project and are in line with the rationale set out in section 2.2.6, and the Probes.  Reflective Design 
picks up on Anderson’s key recommendations, for ‘reflexivity’ and ‘intervention’ within the design 
process, inviting HCI researchers to challenge assumptions that are somewhat taken for granted in 
everyday life.  The authors ask: 'what do we “consciously or unconsciously” (ibid, 49) build into our 
technologies and what are their effects?'   They propose, “critical reflection itself can and should be a 
core principle of technology design for identifying blind spots and opening new design spaces” (ibid).  
First introduced in section 2.2.7, Reflective Design methods fit with the broader hermeneutical 
approach set out by Sengers and Gaver (2006) and other colleagues (Sengers et al., 2006, Harrison et 
al., 2007, Dourish et al., 2004). Reflective Design methods also draw from Critical Design, a practice 
characterised by the presentation of provocative concepts that invite their user to critically examine 
everyday interactions (Gaver and Dunne, 1999).  For Sengers et al. (2005), the ‘artist-designer’ 
attitude that characterises Critical Design offers means “to introduce both designers and users to new 
ways of looking at the world and the role that designed objects can play for them in it” (ibid, 51).  
The ‘flip side’ is that such provocations are “often directed at designers themselves, to defamiliarise 
and thereby open up design spaces” (ibid, 51).  Thus, Reflective Design methods are distinguished 
from Critical design by aiming to involve users in a given critical debate, “offering more footholds” 
rather than “preaching to users or ironically bypassing them” (ibid, 51-2). 
With this in mind, Reflective Design is also shaped by Participatory Design (PD) and, in particular, its 
“reflexive recognition of the politics of design practice and a desire to speak to the needs of multiple 
constituencies in the design process”.  This fits well with the current project aim to invite both 
juniors and adults to talk about their representational practices.  Thus, Reflective Design offers a 
comprehensive grounding for doing pragmatic-dialogical design that is characterised by 
interventionalist and critical strategies.  It also enables interdisciplinarity.  
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Reflective	  design,	   like	   reflection-­‐in-­‐action,	   advocates	  practicing	   research	   and	  design	   concomitantly,	  
and	   not	   only	   as	   separate	   disciplines.	   	  We	   also	   subscribe	   to	   a	   view	   of	   reflection	   as	   a	   fully	   engaged	  
interaction	  and	  not	  a	  detached	  assessment.	   	  Finally,	  we	  draw	   from	  an	  observation	   that	   reflection	   is	  
often	  triggered	  by	  an	  element	  of	  surprise,	  where	  someone	  moves	  from	  knowing-­‐in-­‐action,	  operating	  
within	  the	  status	  quo,	  to	  reflection	  in	  action,	  puzzling	  out	  what	  to	  do	  next	  or	  why	  the	  status	  quo	  has	  
been	  disrupted	  (Bell	  et	  al.,	  2005).	   	  We	  expand	  on	  reflection-­‐in-­‐action	  by	  not	  waiting	   for	  surprise	   to	  
occur	  but	  by	  intervening	  to	  create	  these	  reflection	  triggers.	  (Ibid,	  52)	  
Methods for using design practice in the current project were based on these sensibilities. 
3.3.2 Doing Pragmatic-dialogical Design 
Sengers and colleagues outline core principles for structuring design as research: (i) “to use reflection 
to uncover and alter the limitations of design practice”, that is, to challenge the values and 
assumptions that designers bring to their practice (and what design should support); (ii) “to use 
reflection to re-understand their own role in the technology design process”, that is, the values and 
assumptions that the designer-as-individual brings to their practice; (iii) to “support users in 
reflecting on their own lives”, that is, to incorporate into the design process the opportunity for users 
to challenge their own values and assumptions as reinforced by existing technology use; (iv) to design 
technology that supports “scepticism about and reinterpretation of its own working”, that is, to 
create a reflective space for users to voice opinion on and shape the design practice that the designer 
engages them in; and finally (v) to engage in reflection as integral to practice (Ibid, 55-56). 
The authors present design strategies for establishing dialogue between the designers and the users 
about the design space being probed.  These are to: (i) create “footholds for interpretation” ~ don’t 
alienate the users but bridge the unfamiliar with the familiar; (ii) provide a dynamic feedback loop to 
the users as a stimulus for reflection; (iii) inspire feedback; (iv) use technology “as a stimulus or 
probe for understanding larger social practices” (ibid, 56); (v) invert dominant metaphors, 
assumptions or practices to provoke inspiration.  These echo the hermeneutics set out in section 
2.2.6.  The authors adopt a volitional-emotional tone to discuss challenges surrounding the strategies.  
Attempting to design for alternative values must engage social responsibility because ethical choices 
must be made about what an ‘alternative’ is. Also, designing for “an interpretatively flexible system” 
presents challenges for evaluation (ibid, 57).  To address this, the authors propose phenomenological 
approaches to evaluation, aligned with those of Sengers and Gaver (2006). 
These strategies were drawn upon in the empirical methods of the current project to: critically 
reflect upon the social functions of family photo displays; use designs interventions to open up new 
design spaces to researchers and participants; make reflection part of the design language; and, 
overall, couple research-orientated design with social psychological inquiry. Crucially for this thesis, 
the strategies resonate with the pragmatic-dialogical approach being developed. 
3.4 Visual Methodologies 
Interdisciplinary methods were formulated in the current project to explore how to support familial-
domestic photo display through design.  Additional conceptual tools were incorporated for 
approaching and analysing visual aspects to photographic representation.  A number of approaches 
have been devised in the social sciences to examine the production and consumption of photos in the 
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expression of selfhood and social relationships, the findings of which have been discussed in section 
2.3.  In this chapter, methodologies for studying photos as data in empirical research are introduced.  
With no small irony, cameras, display technologies, and their design, play a central role in the 
handling of images as data; and this capability will be leveraged in empirical methods to follow. 
3.4.1 Visuality as Hermeneutics 
Gillian Rose (2007), whose studies of photography were discussed at length in the previous chapter, 
offers a useful review of critical approaches to using and interpreting photos in research, which has 
informed the current project.  Rose distinguishes ‘vision’ from ‘visuality’, whereby “(v)isuality … 
refers to the way in which vision is constructed in various ways” (ibid, 6).  Further, she reasserts after 
others (e.g. Jon Prosser (1998)) that “the visual is central to the cultural construction of social life in 
contemporary Western societies” (Rose, 2007, 6).  She points out that images are not ‘transparent’; 
“they interpret the world; they display it in very particular ways” (ibid). Echoing reflections 
documented in Chapter Two, Rose asserts the ‘critical task’ of the researcher in distinguishing 
between the inherent visual content and the social lens that may determine its display and 
interpretation: visuality is “closely bound into social power relations” (ibid, 9). The ‘dominance of 
the familial gaze’ (Hirsch, 1997) illustrates these observations. 
In methodological terms, how do researchers approach photos as data?  Rose suggests that, as with 
other ‘texts’, photos may be accepted not so much as evidence, but rather as a means to frame and 
make sense of the world: “I find debates about the precise difference between words and images 
rather sterile” (Rose, 2007, 10).  Despite her sentiment, the use of images as data in social science 
research is relatively recent because it has historically been considered controversial and problematic 
within research communities, as Sarah Pink has pointed out (2001).  Pink agrees with Rose that the 
distinction between image and word is often given too much emphasis in social science, and this can 
be unhelpful in the research process.  The increased interdisciplinarity of the social sciences and the 
increased interest in the role of culture in human experience has led to a wider acceptance of “the 
transformative potential of the visual” for representing knowledge alongside texts (ibid, 12).  
Visuality is therefore bound with hermeneutical forms of inquiry in general. 
3.4.2 Visual Narratives 
Also observing how the written word has been historically ‘privileged’ in social scientific analyses, 
Barbara Harrison (2002) has explored in particular the relationship between the visual, the theoretical 
and the empirical, and how images and words can be exploited in research designs.  Harrison 
considers the ‘appropriateness’ of using the visual in inquiry and the theoretical assumptions that 
come with that. 
Picking up on the centrality of storytelling to photography (Chalfen, 1987, Frohlich et al., 2002), 
Harrison considers photography as a form of storytelling.  Further, she considers whether or not 
photos may serve as representations that are “capable of narration” in their own right, or simply 
‘triggers’ (Harrison, 2002, 89). Alternatively, is it possible for a photo to “narrate independent of 
written or oral word” (ibid, 88)?  Harrison addresses these questions through her own empirical work. 
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Photographic	  images	  may	  provide	  any	  reader,	  including	  the	  producer	  of	  the	  image,	  with	  visual	  clues.	  	  
It	  is	  for	  this	  reason,	  that	  the	  possibility	  of	  visual	  narratives	  must	  encompass	  the	  idea	  that	  other	  forms	  
of	  narration	  are	  essential	  to	  the	  realization	  of	  its	  context,	  its	  content	  and	  meaning.	  	  Its	  narration	  will	  
provide	   us	   with	   an	   understanding	   of	   how	   it	   is	   such	   images	   do	   their	   “work”	   as	   a	   material	   part	   of	  
people’s	  everyday	  lives.	  (Ibid,	  108)	  
Here Harrison offers provocative insights that problematise Rose and Pink claims above that go some 
way to conflate visuality with the written word.  It seems that some forms of narrative other than the 
visual are required for the articulation of meaning around photos.  Furthermore, it may be said that 
the process of articulating the narrative of a photo has much to do with articulating context. 
3.4.3 Photo Elicitation 
‘Photo-elicitation’, whereby photos are drawn upon as stimuli at interview, may be used for sense 
making with participants. The activity involves engaging with visuality (or ‘ways of seeing’) to offer “ 
a means of accessing experience and to study personal orientations”. 
Produced	  images	  can	  be	  used	  in	  conjunction	  with	  in-­‐depth	  interviews	  or	  ethnographic	  field	  work	  as	  
eliciting	  techniques,	  what	  is	  referred	  to	  in	  some	  texts	  as	  photo-­‐elicitation.	  It	  is	  the	  reflexivity	  between	  
image	  and	  verbalization	  that	  produces	  the	  data	  for	  the	  investigator.	  (Harrison,	  2002-­‐93)	  
Photos may provide the basis for narration; they can prompt and accompany the telling of a personal 
narrative or a personal narrative about self-other relations. 
A photo’s content does not necessarily constrain the telling of a personal narrative: “it may also be 
the case that what the photograph is about, does not necessarily restrict what can be talked about” 
(ibid, 91).  Although she observes empirical cases in which the “social boundaries of the image” are a 
constraining factor.  As an alternative premise for photo-elicitation, research participants can also 
produce their own imagery “as a form of data collection” (ibid, 93).  Photos produced by participants 
generate an understanding of people’s experience in terms of ‘narrative picturing’.  This is sometimes 
referred to as auto-photography, or photo-voice. 
Harrison also offers some useful insights on the use of video and still cameras, and photos, in photo-
elicitation activities, as reflected in empirical accounts.  She acknowledges that these may serve as a 
“crucial determinant” of the kinds of content that is captured and the availability of photography to 
people, not just in terms of capture and processing, but also in terms of manipulation, analysis and 
archival (ibid, 91). This has been discussed in the previous chapter, but is revisited here in relation to 
methodological concerns. Who are the producers and consumers of image data in the course of the 
research process?  In Harrison’s view, distinctions between the visual records produced by the 
researcher, those produced by the research participant, and those pre-existing or produced elsewhere 
may be ‘collapsing’. It could be suggested here that this ‘collapse’ is prompted, in part, by both the 
increased take-up of qualitative methods of inquiry (Bruner, 1990), and also because of enriched 
dialogical relations between disciplinary pursuits (Hermans and Kempen, 1993). 
The considerations outlined here were drawn upon for the empirical methods in the current project; 
in particular, the potential of photography for conducting narrative forms of inquiry informed 
research designs in what was a predominantly written account of findings. 
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3.5 Interpretative Phenomenological Analysis (IPA) 
3.5.1 A ‘Double Hermeneutic’ 
One further conceptual framework has informed the pragmatic-dialogical approach for this project.  
Interpretative Phenomenological Analysis (IPA) is not, as the name suggests, just a framework for 
analysing data, but also an integrated, qualitative approach to psychological inquiry based on 
existential (Heideggerian) phenomenology (Smith and Eatough, 2007, Smith et al., 2009, Smith et al., 
1999, Storey, 2007).44  Devised by Jonathan Smith at University of Surrey, IPA has been used most 
extensively in Health, Clinical and Social Psychology, and is an analytic mentality concerned with how 
individuals make sense of their life experience and is deemed particularly useful for inquiry that 
explores life events. IPA is also idiographic, producing findings relate to individual cases and feature 
distinct personal experiences alongside commonalities across a sample. In the context of the current 
project, it offered valuable tools for exploring intergenerational representations of self and family. 
IPA also incorporates an interpretative stance, embracing the ‘hermeneutic turn’ in phenomenology 
established by Paul Ricoeur (Langdridge, 2007). IPA is inductive: it is not used to test hypotheses; 
rather it involves a researcher’s open engagement with a participant’s perspective or perception of 
the world, reflected in the participant’s account of experience. IPA attends closely to the 
researcher’s orientation towards the research subject; hence it is particularly sympathetic to 
dialogical concerns for self-other positioning.  
(A)	  two-­‐stage	  interpretation	  process,	  or	  double	  hermeneutic,	  is	  involved.	  	  The	  participants	  are	  trying	  
to	  make	  sense	  of	  their	  world;	  the	  researcher	  is	  trying	  to	  make	  sense	  of	  the	  participants	  trying	  to	  make	  
sense	  of	  their	  world.	  (Smith	  and	  Osborn,	  2003,	  52)	  
In light of the 'double hermeneutic', the researcher’s perspective is acknowledged as affecting her 
‘access’ to the participant’s perspective. As Smith and Osborn (2003) point out, IPA is concerned with 
cognition as defined by Bruner’s contextual revolution rather than the Behaviourist paradigm typically 
espoused in cognitive psychology. This affiliation enables the researcher to incorporate a critical 
perspective into her analysis, so as to voice phenomena and interpretations that she perceives to be 
latent or unvoiced by the participant. The explicit connection to Bruner’s contextual revolution, 
(most recently elaborated by Smith and colleagues (2009)), also firms up methodological resonance 
between IPA and the epistemological ideas drawn upon in the current project to study self-processes, 
including DST.  
3.5.2 Qualitative Data Collection 
A phenomenological sensibility determines the nature of the research questions to be posed during 
data collection. 
IPA	   is	   especially	   useful	   when	   one	   is	   concerned	   with	   complexity,	   process	   or	   novelty.	   …	   Research	  
questions	   in	   IPA	   projects	   are	   usually	   framed	   broadly	   and	   openly.	   	   There	   is	   no	   attempt	   to	   test	   a	  
predetermined	  hypothesis	   of	   the	   researcher;	   rather,	   the	   aim	   is	   to	   explore,	   flexibly	   and	   in	  detail,	   an	  
area	  of	  concern.	  (Smith	  and	  Osborn,	  2003,	  53)	  
The population being studied is, in turn, determined by the nature of the research questions.  
                                         
44 http://www.ipa.bbk.ac.uk/.  Accessed 04. 05. 10.  
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Participants are sought that are deemed ‘expert’ in the phenomenon under investigation.  Purposive 
sampling “finds a more closely defined group for whom the research question will be significant” 
(ibid, 54).  If the research question is broader, then “the sample may be drawn from a population 
with similar demographic and socio-economic status profile” (ibid, 54).  
The	  logic	  is	  similar	  to	  that	  employed	  by	  the	  social	  anthropologist	  conducting	  ethnographic	  research	  
in	  one	  particular	  community.	  	  The	  anthropologist	  then	  reports	  in	  detail	  about	  that	  particular	  culture	  
but	   does	   not	   claim	   to	   be	   able	   to	   say	   something	   about	   all	   cultures.	   	   In	   time,	   of	   course,	   it	   will	   be	  
possible	   for	  subsequent	  studies	  to	  be	  conducted	  with	  other	  groups,	  and	  so,	  gradually,	  more	  general	  
claims	  can	  be	  made,	  but	  each	  founded	  on	  the	  detailed	  examination	  of	  a	  set	  of	  case	  studies.	  	  It	  is	  also	  
possible	  to	  think	  in	  terms	  of	  theoretical	  rather	  than	  empirical	  ability	  to	  generalise.	   	  In	  this	  case,	  the	  
readers	   make	   links	   between	   the	   findings	   of	   an	   IPA	   study,	   their	   own	   personal	   and	   professional	  
experience,	  and	  the	  claims	  in	  the	  extant	  literature.	  	  The	  power	  of	  the	  IPA	  study	  is	  judged	  by	  the	  light	  
it	  sheds	  within	  this	  broader	  context.	  (Ibid,	  54)	  
As with other forms of qualitative inquiry, an IPA study is undertaken on the basis that is cannot be 
evaluated using measures of external validity.  External validity is replaced by the concept of 
transferability: the extent to (or ‘success’ with) which results can be ‘transferred’ to alternative 
contexts with characteristics that are perceived to be similar when made sense of in people’s ‘real-
world’ settings (Robson, 1993).  Given this, it is not uncommon for an IPA study to use a sample size 
of between one and 15 participants, according to a survey of recently published IPA studies.45 
Typically, semi-structured interviews are used for data collection in an IPA study.  This is because the 
format enables the researcher to establish and recognise the dialogical positioning of her and the 
participants whilst also being able to adapt the structure of the interview questions on the fly in light 
of participant responses.  One-to-one interviews are commonly used because they “allow participants 
to think, speak and be heard and are well suited to in-depth and personal discussion” (Smith and 
Osborn, 2003, 22).  Focus groups and observational studies can be - and have been - used for IPA, but 
make for more complicated ‘experiential analyses’ that account for a greater complexity of dialogical 
relations in play in the sense-making process (ibid). Audio recordings are made of interviews for 
subsequent transcription. 
This format is in line with Wright and McCarthy's (2008) suggestions: semi-structured interviews 
accentuate the pragmatic-dialogical relationship that is to established between the researcher and 
her participants, with the researcher attempting be empathetic and creatively responsive in her 
questioning.46  Indeed, one of the few examples of IPA use in the HCI (and specifically Ubicomp) 
literature has been used by these authors (in collaboration with other colleagues) because of its 
compatibility with this approach (Chonchúir and McCarthy, 2008). 
3.5.3 Qualitative Data Analysis 
The researcher is interested in capturing and understanding the participant’s ‘lifeworld’ and the 
complexity of their meaning-making activities (Storey, 2007, Smith and Eatough, 2007). This involves, 
not only establishing a rapport and sense of dialogical understanding at interview, but also through 
interpretative engagement with the transcript.  The researcher-analyst proceeds on the basis that the 
participant’s lifeworld is not going to be made readily available and visible in the transcript; 
                                         
45 http://www.gla.ac.uk. Accessed 04. 05. 10. 
46 See section 2.2.5. 
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understandings are generated through systematic, sustained, interpretative engagement with the 
transcript. Reflexivity is a central feature of the researcher’s work. The idea here is that the 
researcher cannot set aside things that they are not aware of and, during analysis, she must be self-
aware of her position, not just in relation to the participant, but also in relation to other people, 
environments and cultures, in the ‘world’.  Her reflexivity is also used to identify areas of potential 
bias so that they can take into consideration and attempt to put these aside.  This is commonly 
referred to as Bracketing (Robson, 1993).  
The analytic process follows a systematic coding procedure that is to be discussed in detail in the 
next chapter.  In brief, this involves an initial formatting and reading of the transcript, following 
which comments and reflections are ascribed in note form.  Observations from the field shape these 
notes.  A second step is to identify relationships between phrases, including patterns, sequences and 
differences, and to generate themes and sub-themes from these relationships that represent the 
sense-making taking place at interview.  These themes may or may not then be related to 
psychological constructs.  Following analysis of one account, the researcher is able to let the themes 
that have emerged inform the next round of data collection and analysis.  Analysis is therefore 
commonly carried out on a “case by case” basis (Smith and Osborn, 2003, 66).  As the analysis 
proceeds, the researcher gradually develops a small set of generalisations that cover the 
consistencies discerned in the data across the sample.  The salience of themes is determined by the 
way in which the ‘richness’ of a particular passage ‘illuminates’ other aspects of an account, as well 
as aspects of other accounts, and offers insight on the research questions (ibid, 76).  Transcripts are 
further reinterpreted as themes are consolidated.  A coding structure is then represented as a table 
of themes and sub-themes and directs a written ‘narrative’ account of the findings – the meanings 
derived - by the researcher. 
A written account is produced which articulates the emergent themes and the interpretative process 
from which they emerged, including the researcher's reflexive engagement.  This account might 
relate findings to psychological theories, constructs or other formalised bodies of knowledge (Willig, 
2001, Lyons and Coyle, 2007).  The presents “an interpretative commentary” (Reid et al., 2005, 22) 
that reflects the participant’s phenomenological view and is illustrated with verbatim excerpts.  This 
commentary is integrated with the researcher’s voice, as she articulates her attempts to make sense 
of the commentary in relation to the research questions (ibid.) 
To this end, the analysis is evaluated in terms of its transferability, as described above, as well as its 
‘transparency’, how it shows the hermeneutic process involved and the reflexivity of the researcher 
(Elliott et al., 1999, Robson, 1993, Yardley, 2000).  Elliott et al. (1999) offer a number of ‘principles’ 
for guiding the evaluation of qualitative research, to be taken up in this project.  These embrace 
transferability and transparency: ‘owning one’s perspective’; ‘situating the sample’; ‘grounding in 
examples’; ‘providing credibility checks’; ‘coherence’; accompanying general versus specific research 
tasks’; and ‘resonating with readers’ (ibid, 228-229).  Ethical and aesthetic sensibilities pervade all of 
these principles, which are incorporated into a pragmatic-dialogical methodology alongside the 
interpretative framework for evaluating practice-based research in HCI set out by Sengers et al. 
(2005) and Sengers and Gaver (2006). 
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3.6 Summary: A Pragmatic-dialogical Approach 
To conclude, a pragmatic-dialogical approach forms the basis of a methodology for the current 
project.  The approach incorporates two foundational concepts that support inquiry in the HCI field: 
Technology as Experience and Embodied Interaction.  These concepts are viewed as complementary 
and accommodate, more broadly, a phenomenological view on the world. Particular methodologies 
devised in Interaction Design and Social Psychology, namely Reflective Design and IPA, offer lenses 
from which methods may be devised to empirically explore the key questions set out in section 2.5 
above.  These are further informed by theoretical insights found in visual studies. 
The empirical work embraces the following lines of inquiry. One aim is to contribute to DST by 
exploring a social psychology of dialogical relationships.  A central idea underpinning the project - 
and the unfolding thesis - is that self-concept and self-processes are central to psychological 
functioning; "mental processes are created within our languaged-activity"; and "languaged activity is 
predominantly dialogical" (Shotter and Billig, 1998, 14).  Empirical work concerns understanding self-
processes through studying the phenomenology of dialogue, focussing, not on mental representations 
per se, but on the activities that unfold through dialogue. 
In sum, the study of the dialogical self recognises a social, ethical and creative self, defined by being 
in the world with others, accountable to others, and at the same time experienced as bounded, 
unique and continuous (Gardiner and Mayerfeld Bell, 1998, Middleton and Brown, 2005).  This 
individuality is realised through action: "My own uniqueness is a given, yet at the same time it exists 
only to the extent to which it is really actualized by me as uniqueness" (Bakhtin, 1993, 41).  The 
content and experience of selfhood are united; they are also, heteroglossic, 'unfinalisable'. 
Qualitative inquiry in the current project engaged family members in their homes, in the course of 
their everyday lives.  Studies elicited individuals’ accounts of experiencing, co-experiencing, valuing, 
purposing, narrating and changing their photo display activities.  The analytic framework of IPA was 
drawn upon for these studies because the ‘double hermeneutic’ was aligned with a pragmatic-
dialogical sensibility that was, in turn, deemed compatible with practice-based research methods.  
Compatibility was found through a shared philosophical orientation towards embodiment.  However, 
the IPA methods were innovated upon in order to incorporate research-orientated design practice. 
IPA recognises the embodied intersubjectivity of people and material culture via the Ricoeurian 
orientation to ‘texts’ (transcripts), and it was felt that this could be extended to the use of other 
artefacts in analytic methods.  Suffice to say here, the integration of research-orientated design 
methods with IPA methods had no known precedent and explorations of the value and efficacy of 
using the two together formed part of the project.  The psychology literature presents IPA as a 
relatively young framework with scope for methodological development, and has expressed particular 
interest in gathering more empirical cases of dyadic and group work (Langdridge, 2007). Also, there is 
only one known consideration in this literature of using IPA with deployed artefacts (Chonchúir and 
McCarthy, 2008).  As it transpired in the current project, using IPA in a pragmatic-dialogical approach 
was not without its challenges, and these shall be detailed in the researcher’s narrative account to 
follow in the unfolding thesis, specifically in sections 5.7.1, 7.2.4, 7.3.4, 8.6.2, and 10.4.1.  Aspects 
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of the conceptual exploration documented in this chapter were reported at a doctoral symposium 
(Durrant, 2007) and a conference workshop co-organised by the researcher (Peters et al., 2007). 
3.6.1 Documenting Empirical Studies 
The remaining chapters serve to document the methods, procedures and findings that have been 
taken up to empirically explore the key research questions of section 2.5.  At this point in the thesis, 
the researcher’s identity as a 'designer-researcher' may be established, along with her intention to 
approach inquiry as both a design practitioner and a social psychologist.  It is hoped that the 
interdisciplinary expertise that she has brought to the studies will contribute insights to, at least, the 
DST discourse and the HCI field on the subject under inquiry. 
In-keeping with the pragmatic-dialogical mindset, she has continued to engage reflexively with her 
own ‘positioning’, and with the voice that she brought to her study designs.47  In this unfolding thesis, 
she remains critically aware of her positioning when reporting and interpreting both verbal and visual 
accounts.  Her intention in the chapters to follow is to make sense of people's experiences, not simply 
within the local exchanges between herself and her research participants, but also within broader 
socio-cultural discourses on social order and photography that informed her ‘ways of seeing’.  These 
include: 'home mode' (Chalfen, 1987), 'familiality' (Hirsch, 1997), 'familial integration' (Bourdieu, 
1990; (Rose, 2003, Rose, 2004, Rose, 2005), and even the genre of 'family photography' (Shove et al., 
2007).  In Sarah Pink’s words, “image production and discussions of images both respond and refer to 
local and academic visual cultures”, and the researcher “should recognise that neither local nor 
academic visual or written cultures are superior to the other” (Pink, 2001, 76). 
The point is that the researcher remains aware, whilst writing, of the socio-cultural constructs within 
which her data has been analysed, and is conscious of what the reader will do with the report of the 
study's findings, and how the accounts that are represented in this work may be engaged and 
appropriated. 
 
                                         
47 See section 2.2.5. 
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4. Study One: Part I 
4.1 Study One Aims 
The first empirical study (2006-7) aimed to explore the social functions of photo displays in family 
homes from an intergenerational perspective.  In keeping with the preoccupations of section 2.5, the 
researcher was particularly interested in understanding how domestic photo displays 'empower' and 
'constrain' representations of family members.  Representational ‘empowerment’ was conceptualised 
in terms of the personal narratives that photo displays ‘allow’ family members to tell at home, and 
how this is negotiated.48  When designing the study, there was a particular interest in understanding 
the relationship between an individual’s control over the handling of photos within the familial-
domestic context49 and the relative visibility of their ‘voice’ in the representation of self and family 
to others.  Therefore, the study was designed to stimulate storytelling around photos, and to invite a 
dialogue between the researcher and her participants about the socio-technological relationships that 
are established at home and mediated by photos.  
The researcher also decided to focus on intergenerational relations between parents and older 
teenagers.  As set out in Chapter Two, older teens are viewed as active participants in digital 
photography, and may be perceived to be ‘bell-weathers’ of new digital photographic practices.  
Their practice may disrupt intrafamilial traditions of mother-as-chronicler and the consequent 
domestic order (Schiano et al., 2002, Van Dijck, 2008).  It was recognised that later adolescence may 
be a particularly active time for experimenting with multiple voices in the self and challenging the 
voices of parents (Harter, 1999, Harter, 2003).  Therefore, the older teen’s relationship with his or 
her parents provides an interesting site for exploring dialogical relationships. 
In short, the principal objectives of this first study were: (i) to understand how domestic photo 
displays mediate self and family representation in the family home; and (ii) to understand specifically 
how intergenerational relationships may empower and constrain photographic expression at home.  
These objectives were pursued by examining dialogical relations within parent-teen dyads.   
It was anticipated that, whilst intergenerational relations within any given household would have 
idiosyncratic features, certain common features may be observed across households.  The study 
design invited additional questions: what peculiarities within intergenerational relationships lead to 
certain types of photographic practices and, similarly, what common features?  Interest in the 
particular and the common determined the thematic structuring of the results.  In keeping with the 
broader aims of the project-at-large, a third objective was (iii) to use findings from the study to 
produce a set of considerations for design goals set out in the previous chapter. 
                                         
48 See section 2.1.7. 
49 See section 2.5.3. 
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4.2 Study One Method 
4.2.1 Rationale 
The researcher adopted a pragmatic-dialogical approach to engage members of family households in 
critical reflection upon domestic photo displays.  Two members of a household, a parent and their 
teenage son or daughter, were recruited. 
The method devised for this approach drew from the ‘tactical’ use of ambiguity by Gaver et al. (2003) 
and Sengers and Gaver (2006) and the ‘critical reflective’ strategies of Sengers et al. (2005).  This 
facilitated multiple interpretations of the subject at-hand: (i) to create an intervention in home life 
that ‘thwarts easy interpretation’ in order to provoke engagement in meaning-making; (ii) to invite 
‘reflection-in-action’; (iii) to foster dialogic engagement between researcher and participant by 
providing ‘footholds for interpretation’ and reproducing user feedback as ‘stimuli’ for further 
reflection. 
This method allowed context-based inspiration for design explorations.  It was coupled with the 
adoption of Interpretative Phenomenological Analysis (IPA), which, as noted in the last chapter, is a 
particularly useful analytic tool when conducting qualitative research that is concerned with 
“complexity, process or novelty” (Smith and Osborn, 2003, 53).  IPA was deemed to be an appropriate 
means to analyse the researcher and participants’ hermeneutic engagement with the subject of 
interest. 
To this end, research activity was participatory and generative.  Rather than simply engaging 
participants in semi-structured interviews, practice-based design interventions were devised to invite 
creative, subjective and multiple interpretations by participants in collaboration with the researcher.  
Focussing upon ‘self-presentation’ and ‘meaning-making’ using photos, inquiry was structured so as to 
discourage anticipated, stereotypical or formulaic responses.  As will become apparent, the 
researcher deployed 'thinking tools' with participants that encouraged them to engage with their 
photos in a critical and revelatory manner.  This, in turn, afforded them novel perspectives on their 
everyday lives, including how their lives are ‘designed’.  The interventions also intended to stimulate 
personal narratives on individual photos and home displays, addressing an anticipated tension 
between the representations of self versus family. Conventions surrounding ‘the familial’ and ‘the 
domestic’ were also explored.  Overall, the study design aimed to ‘illuminate’ the interplay between 
the personal representations afforded by photos and those afforded by the domestic order in the 
household. 
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4.2.2 Creative Interventions 
Part One: Reflective Tasks 
Figure 01: Example of a task card. 
A set of ‘task cards’ was devised to give to each research participant. Each task required them to 
ascribe a particular meaning to a particular photo or photo arrangement in their home, in their own 
time.  Each task was set out on a separate card (see Fig. 01) and was articulated in such a way as to 
afford subjective interpretation by participants.50 
Each card set out the instruction ‘Bring me a photograph’ with one of the following further requests: 
‘1 - that makes you feel inspired’; ‘2 - that makes you feel uncomfortable’; ‘3 - in which you look 
most photogenic’; ‘4 - that you like but would never display’; ‘5 - that is provocative’; ‘6 - that 
surprises you’; ‘7 - that represents an ideal portrayal of family’; ‘8 - that makes you feel anger 
towards your family’; ‘9 - that makes you feel old’; ‘10 - that makes you feel young’.  Two further 
cards instructed participants to ‘Take a photograph’: ‘11 - of your favourite home display’; ‘12– of a 
display that makes you feel part of your family’. 
By using the phrase 'Bring me a photograph'', the researcher purposefully left it to the participants to 
potentially choose a photo that they considered to be a personal photo rather than one belonging to 
someone else or the family-at-large.   
The first two tasks were intended to prompt reflection on personal aspirations (possible self) and 
attend to the emotional-volitional aspects of selfhood.  Tasks numbered (3) to (6) intended to prompt 
reflection on issues of control and expectation over how one is represented.  Tasks numbered (7) and 
(8) specifically attended to the representation of family and family relations, whilst those numbered 
(9) and (10) attended to the spatio-temporal and narrative presentation of self.  Tasks numbered (11) 
and (12) related most directly to place: to the placement of photo displays; and to a sense of 
belonging (family membership). 
It is important to note that the tasks were not devised to categorise task responses according to 
various labels.  Rather, the researcher intended to sensitise participants to the ‘embodied 
interactional’ ways in which photos empower and constrain presentations of self and family.  The 
                                         
50 The full set of task cards is depicted in Appendix A. 
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tasks served to catalyse this activity. 
The cards were accompanied by automatic disposable (12 exposure) film cameras. This addition to 
the pack created the opportunity for participants to capture photos of their photo displays in 
response to tasks, thus providing visual data to analyse. Use of the camera pertained to the final two 
task cards, requesting participants to ‘take a photograph’.  Although the researcher could take her 
own photos during household visits, it was felt that the inclusion of the camera might help 
participants frame their personal reflection on the tasks at-hand in the absence of the researcher. 
 
 
Figure 02: (a) Visualisation of ‘Study Pack’ including disposable camera; (b) fabricated Study Pack with stickers 
placed under camera. 
Together the card and the camera formed a study pack for the researcher to give each participant on 
a home visit (Fig. 02a).  In response to the tasks, and in their own time, participants were invited to 
create a new photo collection by combining photos sourced from their existing collections with newly 
captured photos. Stickers were provided in each study pack, for labelling camera exposures with 
corresponding task numbers (Fig. 02b). 
Part Two: semi-structured interview 
Following a period of approximately two weeks, the researcher visited each household at home.  
During this second visit, each participant was invited to present her or his responses to the tasks in 
the context of a semi-structured interview.  Other people including other householders were not 
present at interview, unless otherwise noted in the descriptive account of the procedure (to follow).51 
The task responses were designed to facilitate discussion at interview, enabling participants to make 
photographic presentations of self and family to the researcher. The sourced photos and 
arrangements were intended to serve as stimuli for storytelling and sense making, prompting 
participants to reflect upon doing the tasks at interview. 
Part Three: semi-structured dyadic interview 
A dyadic discussion with the parent and teen from each household followed individual interviews to 
                                         
51 The Interview Schedule for Study One Part Two is documented in Appendix B. 
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foster dialogic exchange on domestic photo display.52  This allowed dyads to discuss the task 
responses they gave their personal consent to share.  Both Part Two and Part Three interview 
schedules drew upon task responses Part Two focussed on self-representation in the familial-domestic 
context. Part Three focussed on family interaction with photos, raising issues of collective 
representation, photo ownership and intergenerational contention. The overall aim for data 
collection was to generate individual and dyadic accounts of sense making surrounding domestic 
photo display and family representation. 
4.2.3 Analytic Framework 
IPA was used to study data collected from the visits. The rationale behind employing IPA has been 
outlined in section 3.5.1.  IPA is idiographic, requiring that the researcher hermeneutically engage 
with each participant’s sense-making activities, case-by-case, as presented in the research context. 
The IPA approach is not prescriptive; rather it is positioned as ‘flexible’ and ‘integrative’ and offers 
guidelines to be appropriated (Smith et al., 2009). The central analytic concern in this study was how 
each participant within a family household made sense of the task responses of Part One in relation to 
(i) their photographic presentation of self and family and (ii) their intergenerational relationships.  In 
addition, the researcher endeavoured to make sense of her personal engagement with each account.  
Hence the interpretative activity was two-fold, involving a double hermeneutic.  
Doing IPA 
Qualitative data analysis software (QDAS) could have been used to manipulate the data, however a 
hand-coding method was preferred by the researcher for retaining a direct, subjective involvement 
(Langdridge, 2007).  A standard hand-coding process for IPA involves reading an interview transcript a 
number of times, making unstructured notes in the left-hand margin.  This initial note-making process 
aims to engage the researcher with the sense-making activities of the participant as their account 
unfolds and is visually mapped to the unfolding transcript.  In the current project, the transcripts 
deviated from the standard by incorporating visual data in the chronological order that they were 
presented.  This focused the researcher’s attention, whilst engaging with the transcript, on how the 
participant presented themselves and their photos at interview, that is, the ‘act’ of photo display in 
self-presentation.  In the standard process, notes serve to capture the participant’s point of view, 
although the interpretative stance of the researcher is continually acknowledged.  ‘Rich’ and 
‘poignant’ expressions made by participants are highlighted during this preliminary process. 
The second stage of IPA involves the identification of initial themes within the data, which are noted 
in the right-hand margin of the transcript.  These may include, or relate to, formal psychological 
phenomena, although the IPA guidelines advise holding back from imposing formal labels; they 
advocate the use of terms that relate to or extend the participant’s own words.  In the third stage of 
the IPA process, these themes are abstracted, inter-related and clustered, and sub-themes are 
identified. The researcher then returns to the transcript seeking examples from the data to support 
the emerging thematic structure, during which it is revised.  The fourth stage constitutes a narrative 
account by the researcher on her experience of the interpretative activity at hand. 
                                         
52 The Interview Schedule for Study One Part Three is documented in Appendix C. 
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Whilst IPA is idiographic in nature, it is possible to find connections between phenomena across 
accounts.  In keeping with the phenomenological understanding of shared life-worlds, the sample is 
approached as a ‘group of individuals’ (Storey, 2007, Smith and Eatough, 2007).  The aim is to 
understand and represent subjective lived experience whilst providing scope for theoretical 
abstraction from general themes across the group.  However, this must be supported by examples 
from individual accounts.  In the context of this study, three transcripts were produced for each 
household, in accordance with the schedule.53  Each transcript was analysed in the order in which 
each interview was conducted.  The transcript of the dyadic interview was approached mindful of 
each participant’s individual experience within the group context.  Following a narrative account of 
each transcript within the household, the researcher looked for connections across accounts and 
reflected upon the emergent thematic structure.  Lastly, following an analysis of all eight households 
an over-arching thematic structure was formulated.  These themes illuminated the areas of interest.54   
4.2.4 Sample 
In keeping with IPA, a purposive sampling technique, ‘Snowballing’, was adopted for recruitment.  
Given the research objectives, it was reasoned that the sample be drawn from a population that had 
similar socio-economic status.  The most important criterion was that a nuclear British family 
household provided one teenage participant aged between 16 and 18 years of age, and one 
participant with a parent or guardian relationship with the teenage participant.  An additional 
criterion was to engage people that considered themselves to be (i) creative and (ii) active 
participants in amateur photography.  Therefore the sample was also self-selecting.   The researcher 
anticipated that participants who self-identified in this manner were likely to engage with the 
research subject and empathise with the researcher in a way that enriches dialogical relations and 
innovative thinking.  The sample was intended to reflect a focus on intergenerational (power) 
relationships rather than those pertaining to gender or other differences.  The information that was 
disclosed during recruitment about the purpose of the study is documented in Appendix D. 
4.2.5 Ethical Approval 
In accordance with the University’s Code of Practice for Research Degrees, the proposed method was 
assessed for its ethical implications.  It was deemed appropriate to submit the design and research 
protocols to the University Ethics Committee for consideration and approval.55  Included in the 
application to the Committee was a description of the method56, along with a comprehensive account 
of the researcher’s engagement with ethics and assessment of risk.57  Ethical approval of the study 
was subsequently granted.  
                                         
53 See section 4.2.3. 
54 The thematic findings of the study are outlined in section 4.5 to follow. 
55 http://www.fahs.surrey.ac.uk/ethics/.  Accessed 04. 05. 10. 
56 This description included the content of Appendices A, B, and C. 
57 The account of Risk Assessment is documented in Appendix E. 
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4.3 Study One Procedure 
4.3.1 Recruitment 
All households comprised nuclear families.  In all but one of the households the recruited parent was 
the mother.  Background information on each household follows.  It's important to note that, in the 
following cases, the parent and juniors of the household that were not directly participating in the 
study were not always present during the researcher's visits.  Though all of the household juniors 
were at home during the visits, none contributed to the dyadic interview.  All of the participants have 
been given pseudonyms.  
The first household (PPTH1) comprised four members who lived in the South East of England.  Yvonne 
(aged 40-45) and her daughter Cat (16) took part in the study.  Yvonne and Cat lived with Yvonne's 
younger daughter, Marcia (12) and husband John (Cat and Marcia’s father), (aged 45-50).  Details of 
this and the other seven households are represented in Table 1. 
Table 1: Details of Families Participating in Study One 
 
House-
hold 
(PPTH) 
Location  
(England, 
UK) 
Combined 
Gross 
Income (£) 
Participating 
Parent (P) 
Participating 
Teen (T) 
Nuclear 
Family 
Members 
Relation to 
(P) & (T) 
respectively 
Matthew (45-
50) 
Husband & 
Father 
1 South 
East  
80k+ Yvonne  
(40-45) 
Cat (16) 
Marcia (12) Daughter & 
Sister 
Steven (40-45) Husband & 
Father 
Christine (20) Daughter & 
Sister 
Bryony (16) Daughter & 
Sister 
2 South 
West 
80k+ Sue  
(40-45) 
Michelle (17) 
Eve (10) Daughter & 
Sister 
Mark (40-45) Husband & 
Father 
3 South 
East 
50k Jenny  
(40-45) 
Adam (16) 
David (18) Son & 
Brother 
Brian (50-55) Husband & 
Father 
4 South 
West 
50k Lara (35-40) Caroline (16) 
Maggie (12) Daughter & 
Sister 
Neil (45-50) Husband & 
Father 
5 Central 
Region 
80k Rosemary 
(45-50) 
Kate (16) 
Claire (25) Daughter & 
Sister 
Irene (40-45 Wife & 
Mother 
6 South 
West 
50k Eric (40-45) Emma (16) 
Scott Son & 
Brother 
Bill (40-45) Husband & 
Father 
7 South 
East 
40k Kath (40-45) Michael (16) 
Laura (18) Daughter & 
Sister 
8 South 
West 
80k+ Hisako (45-
50) 
Julie (16) Paul (45-50) Husband & 
Father 
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Liz (20) Daughter & 
Sister 
     
Amy (14) Daughter & 
Sister 
Table 1: Details of Families Participating in Study One. 
Not all the nuclear family members included in Table 1 were living at home at the time the study 
took place.  In Household Two, Sue’s eldest daughter, Christine, was living abroad and attending 
University of Cape Town.  In Household Five, Claire had moved out of home and was living in another 
region of the country.  This was also the case with Liz of Household Eight. 
Camera ownership 
Table 2: Details of Camera Ownership 
Participants: 
Parent (P)   
Teen (T) 
PPTH PPTH Members 
Parent (P) 
Teen (T) 
Digital Camera 
Yes (Y)  
No (N) 
Camera-phone 
Yes (Y) 
No (N) 
Film Camera 
Yes (Y) 
No (N) 
PC 
 
Yvonne (P) Y Y Y N 
Cat (T) 
1 2 (P) & 2 (T) 
N Y Y (broken) N 
Sue (P) Y N Y N 
Michelle (T) 
2 2 (P) & 3 (T) 
N Y N Y 
Jenny (P) Y N Y N 
Adam (T) 
3 2 (P) & 2 (T) 
N N N N 
Lara (P) Y Y Y Y 
Caroline (T) 
4 2 (P) & 1 (T) 
Y Y N Y 
Rosemary (P) Y N Y N 
Kate (T) 
5 2 (P) & 1 (T) 
Y Y N N 
Eric (P) N N N N 
Emma (T) 
6 2 (P) & 2 (T) 
N Y Y N 
Kath (P) Y N Y N 
Michael (T) 
7 2 (P) & 2 (T) 
Y Y N N 
Hisako  Y N Y Y 
Julie 
8 2 (P) & 2 (T) 
N Y N N 
Table 2: Details of Camera Ownership. 
4.3.2 Home Visits 
We conducted the study between September 2006 and March 2007.  Household One was first visited 
on 20th September 2006, at which point the researcher deployed the study packs.  The researcher 
returned on 31st October 2006 to conduct the interviews.  Yvonne was interviewed on her own first, 
followed by Cat, also on her own.  The researcher then interviewed Yvonne and Cat together.  
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Table 3: Dates of Home Visits (2006-7). 
4.3.3 Data Collection 
 
Figure 03: (a) Study Pack after use (PPTH6); Study Pack used to store individual task responses (PPTH6). 
The researcher gave a set of tasks to both participants in each household and revisited when they 
were ready to discuss their individual task responses.  Some participants used the study pack box to 
store their task responses in advance of the interviews (Fig. 03). 
Interviewing 
Most interviews proceeded with minimal deviation from the schedule.58  In Households Three, Six and 
                                         
58 See Appendices B and C. 
Table 3: Dates of Home Visits (2006-2007) 
Household Part One Parts Two & Three 
1.  Yvonne & Cat 20th September 06 31st October 06 
2.  Sue & Michelle 09th October 06 21st November 06 
3.  Jenny & Adam 23rd October 06 18th November 06 
4.  Lara & Caroline 24th October 06 11th December 06 
5.  Rosemary & Kate 25th October 06 25th February 07 
6.  Eric & Emma 18th December 06 22nd January 07 
7.  Kath & Michael 03rd January 07 12th March 07 
8.  Hisako & Julie 22nd January 07 5th March 07 
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Seven the participating parent was present at the teenager’s Part Two interview.  In Household Six, 
the daughter was also present for her parent’s Part Two interview and her mother (not formally 
participating) was present throughout both her daughter’s and her husband’s interviews, and the 
dyadic interview. 
 
Figure 04: Video Stills of Part Two Procedure (PPTH6). 
Discussion at interview focused on participants’ individual construction of meaning.  Inquiry invited 
dialogue, not around task responses per se, but around the ‘embodied interactional’ ways in which 
photos were drawn upon in responses to afford various presentations of self and family to the 
researcher.  Many responses involved participants selecting printed photos from drawers or folders, or 
printing digital photos from the desktop, and presenting them in–hand sitting at a table in one of the 
living rooms.  Others involved pointing to arrangements in various sites in their home.  The researcher 
took photos capturing each photo display made in response to each task, with the exception of 
instances in which consent was denied. 
The remainder of Part Two involved the researcher asking additional questions that invited 
participants to: (i) categorise task responses into self versus family representations; (ii) construct a 
narrative account of sense-making around their categorisations; (iii) consider features of display 
technologies to-hand that are constraining and enabling; and (iv) what forms of display their 
representations would ‘ideally’ take.  Questions asked by the researcher tended not to deviate 
greatly in their phrasing from those presented on the schedule.  In Part Three, dyads presented their 
task responses to each other for discussion.  Following this, the researcher invited them to further 
categorise their responses collaboratively, for including in or excluding from a shared portrayal of 
their family.  Again, the phrasing of questions was similar to the schedule. 
Assimilating data 
 
Figure 05 (a & b): Presenting task responses at interview; (c) collating visual data. 
The visits generated a considerable volume of data, in the form of audio recordings, video recordings 
and photos, captured by the researcher and also by participants in response to certain tasks using 
disposable film cameras (Fig. 05).  Audio and video recordings were combined to produce detailed 
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83 
transcripts of participants’ accounts.59   
 
Figure 06: Poor quality photos processed from disposable film cameras (PPTH3). 
Photos captured on disposable cameras were mainly unable to be processed.  Household One chose 
not to use a disposable camera.  Only the parent’s photos were successfully printed from Household 
Seven and Eight, and only the teenager’s from Household Six.  No photos from Households Four and 
Five were successfully processed. Household Three was the only household in which both participants’ 
photos were successfully processed, and these were considered too poor quality to carry out a 
content analysis (see Fig. 06).  However a few of the higher quality were drawn upon in the analysis. 
Transcripts were formatted for IPA.  In keeping with the spatial organisation of the coding procedure, 
photos taken by the researcher at interview were inserted into the transcript in chronological order 
of their capture event.60  Themes were identified in individual accounts and then across accounts, 
aligned with the progression of home visits. 
4.3.4 Analytic Procedure 
The method invited people to present photos of significance to the researcher in their home in the 
context of an interview and in response to tasks.  At interview, photos provided prompts for the 
recounting of personal and shared narratives.  This enabled the researcher to engage with 
participants' accounts in relation to the 'essential components' of collocated embodied interaction 
with photos, identified by Crabtree et al. (2004): photos' availability-to-hand; photos' physical 
properties manipulated for distribution; and a narrative account that ascribes photos to-hand a 
particular meaning.  However, the analytic method we adopted differed to that employed by 
Crabtree et al. and, previously, Frohlich et al. (2002) in their respective analyses of photo-talk.  For 
the purposes of this study, photo-talk was approached, framed and studied, not in terms of its 
                                         
59 Recordings were transcribed by hand, by the researcher.  The researcher did not use specialised notation.  
Emboldened and italicised text was used to indicate emphasis placed in speech. Dots placed inside words indicate 
that the word was spoken slowly. A dot placed in brackets indicates a short pause.  Three dots placed inside 
brackets indicate a long pause.  A researcher’s observation of activity is indicated in square brackets. An ‘equals’ 
sign (=) indicates where two or more people are speaking at the same time including when one speaker has 
interrupted another. 
60 See Appendix F for an example set of coded transcripts that demonstrate the IPA process. The coded transcripts 
of this appendix illustrate the first steps in the procedure adopted for analysing all the interview data collected on 
the project, including that of subsequent empirical studies. 
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'natural occurrence', but rather in the context of the researcher's intervention.  Photo-talk was 
therefore used as an instrument to shed light on photographic expression in multiple presentational 
contexts at home that include forms of ambient and asynchronous social interaction around photos.  
For example, one task may have prompted a participant to retrieve and present photo from a stack of 
stored photos, whilst another prompted the showing of a framed photo on a mantelpiece.  In both 
cases, photo-talk alluded to contexts of presentation other than the interview context. 
The way in which photo-talk was contingent on its recipient was made visible by the structuring of 
the two interviews, producing two accounts by each participant.  Each participant was seen to 
present him or herself differently to the researcher at the dyadic interview versus on their own, and 
such differences were found to have considerable significance in shaping the findings.  In particular, 
tensions emerged regarding the visibility of photo practices within the parent and teen dyads, with 
implications for the presentation of self and family.  Dialogism has offered a useful set of conceptual 
tools for exploring these tensions, revealing the dynamics within inter-personal dialogue and 
facilitating interpretation of personal and shared experience (McCarthy and Wright, 2004, 77-78). 
4.4 Study One Analysis 
4.4.1 Working with Households 
The write-up of the findings follows the chronology of household visits and the researcher’s 
sequential engagement with data as the fieldwork progressed.61  In the discussion that follows, each 
household is presented to the reader as a case study, a 'household summary'.  Findings from each 
household are organised under themes that were identified using IPA.  The case-by-case format is 
intended to familiarise the reader with each dyad and their particular inter-personal relations.  Major 
themes that emerged across the households will be presented and discussed in the next chapter.  
All interviews were conducted in domestic spaces that may be termed ‘communal spaces’ as they 
were used by all householders and their visitors.  However in some instances the researcher was 
invited into more private areas of the home, such as bedrooms, that may not be ordinarily used by 
visitors or particular household members.  Given the analytic focus on the ‘act of display’, a 
consideration of the social functions of domestic spaces was deemed significant during home visits. 
In keeping with the methodological approach, emergent themes from participants’ accounts were not 
structured around the task structure of Part One, nor the interview schedules.  Rather, the tasks and 
schedules served as devices for facilitating reflexive and interpretative activities; task responses were 
considered to be a point of departure within accounts.  In some instances, participants failed to 
display a photo in response to a task, for which they were invited to account for.  In other instances, 
it was deemed appropriate to adapt or re-order items on a schedule, to support an emerging 
narrative.  Shorthand was employed within both the transcripts and the write up.  Tasks and 
interview questions are represented in the findings to follow by the following shorthand: 
                                         
61 The researcher’s account of the case-by-case analysis is documented in Appendix F. 
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PPTH[*household number]_[*Part of schedule]_[*Item of schedule].62   
Wherever possible, the analysis incorporated the language of participants.  However, the researcher 
coined various terms to define emergent phenomena.  A glossary follows to introduce these terms to 
the reader.  In the researcher’s account, a ‘nuclear family’ group comprises parents and their 
offspring; an ‘extended family’ refers to all family members that are not in the nuclear family group. 
All households comprised nuclear families in which parents were married.  ‘Home’ refers to physical 
or architectural environs in which people dwell, a dwelling place, whilst ‘household’ refers to the 
group of people that dwell in the home. ‘Within the household’ refers to those who reside 
permanently in the home.  ‘Beyond the household’ refers to visitors to the home and may include 
extended family.  ‘Shared environs’ refers to environs within the home that all household members 
and those beyond the household use with varying degrees of autonomy. 
‘Ambient display’ refers to the potential display of photos to anyone present in the ‘shared space’ of 
the home at any time, including visitors alongside household members.  These displays typically 
comprised framed displays.  ‘Directed display’ refers to photo displays that were directed by someone 
to a specific viewer or audience.  These kinds of displays can refer to printed or digital photos, and 
included album displays, the presentation of loose photos, or navigation via a computer desktop 
platform.  ‘Capture event’ refers to any event surrounding the capture of a photo, which might 
constitute a social activity across a given timeframe, or the split-second and mechanical act of 
creating photographic data. 
4.4.2 Overview of Households 
In advance of presenting the key findings from the analysis of all the participants, findings from each 
participating family unit are summarised.  Each summary focuses on interpersonal dynamics between 
the nominated parent and teen, as reflected in photographic representations.63   
Household One: Yvonne & Cat 
 
Figure 07: (a) Yvonne's response to task three, captured wearing hat; (b) Cat's response to task three, captured 
with her grandmother. 
                                         
62 See section 4.2 and Appendices B and C. 
63 An extended version of these summaries is presented in Appendix G. 
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Yvonne lived in a detached house with her husband, Matthew, and their two daughters, Cat and 
Marcia.  Yvonne was not in paid employment at the time of the study.  She assumed household 
responsibilities such as food preparation, housekeeping (including home display making) and, to the 
junior members, provision of moral and social order. Yvonne assumed responsibility for photo-
management on behalf of the household, including her daughter Cat (who was studying for her A-
Level exams and planning to apply for University at the time of the study), and also for its members’ 
photographic representation.  As such, photo displays in this home were seen to reproduce 
matriarchal power dynamics.  Yvonne's representational practices were motivated by a sense of social 
obligation to the household and its visitors.  She expressed the ‘importance’ of choosing photos for 
ambient display that reproduce familial conventions, including the familial proximity that Rose refers 
to.64  For Yvonne, framing activities had cultural and ethical dimensions that related to responsible 
parenting.  Album making and viewing continued a tradition that Yvonne viewed as a positive and 
integrative ritual in family life; one that she herself grew up with and would like to impress upon her. 
Yvonne described herself as a ‘hobbyist’ amateur photographer.  Her self-professed ‘vanity’ as a 
photographer directed the conspicuous integration of her ‘hobbyist’ photos into her representations 
of family.  Photos she had taken of Cat, for example, were displayed because they ‘showed off’ her 
photography skills.  Their display, she added, enabled her to ‘show off’ her ‘exquisite daughter’.  Cat 
was not always happy with her portrayal in these displays, but was resigned to ‘no choice’ over what 
was displayed. Yvonne observed the tension (pointing to the photo in Figure 07a): “Cat hates this one, 
but fine: I love this one”. Throughout their individual and shared accounts, particular home displays 
functioned differently for Yvonne and Cat. 
Cat voiced concern for how the home’s displays portrayed her to others; she felt self-conscious about 
photo displays that made her look ‘vain’ or ‘poserish’.  She described crafting displays on her 
bedroom wall to reflect other aspects of her ‘self’, including ‘oddness’ and ‘eccentricity’. This was 
also reflected in the account Cat gave about her mother’s home displays; this account differed from 
Yvonne’s.  In reference to one of the more prominent displays, captured by her mother, and depicting 
her, she said: “(w)hat you can’t see is that the t-shirt is splattered with fake blood saying ‘no one’s 
perfect’”. The materiality of such displays rendered Yvonne’s representations salient and ambient at 
home, almost submerging Cat’s account.  Matriarchal power was further reinforced by the fact that 
Cat relied upon borrowing her mother’s digital camera, because she did not own one herself. 
However, the digital domain enabled Cat to interfere with her mothers’ photowork in a more 
permanent way.  Yvonne confessed a lack of technical competence handling digital photos on the 
family computer.  Cat recognised this and, unbeknown to her mother, took the opportunity to 
interfere with the family’s digital collection.  The desktop computer therefore offered Cat the 
expressive resources to undermine maternal authority.  Cat's claims to photowork were made 
exclusively in the digital domain and not always authorised by Yvonne; for example described ‘hiding’ 
photos from other householders, preventing them from being printed.  The family computer also 
supported her personal expression in other ways.  As will be discussed in the cross-case analysis to 
                                         
64 See section 2.3. 
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follow, the digital domain problematised the coordination of domestic space within representation 
practices and, in turn, the domestic order they expressed. 
Household Two: Sue & Michelle 
 
Figure 08: Responses to task three by (a) Sue; & (b) Michelle. 
Sue lived in a detached house with her husband, Steven, and three of their four daughters, Michelle, 
Bryony and Eve.  Sue also had a digital camera that her daughter, Michelle, borrowed, as she only 
owned a camera-phone.  Michelle was studying A-Levels and planning to attend a music college after.  
Sue was not employed in professional work at the time of the study and assumed domestic roles 
associated with food preparation, housekeeping (including interior decoration) and mothering. Her 
children’s identities were very much part of her sense of self: “(t)hey are my life, really”.  Sue also 
assumed the role of coordinating home displays of photos and other material culture, a role that 
seemed to compliment her previous work as professional interior and textile designer.  She stated 
that the creation of home displays fostered self-worth because they connected to her professional 
identity.  Michelle also considered herself to be creative and, like her mother, used photo displays to 
express an artistic sense of self.  Mutual respect was expressed within the dyad for the other’s 
creative expression. 
Sue and Michelle presented their household as being united by time spent living in African countries 
and a subsequent move, four years ago, to the UK. Their collective ‘family narrative’ is characterised 
by their self-definition of their household as informed “by the African culture as opposed to the 
British culture”.  Both described nostalgia for Africa and sense of otherness and isolation felt in 
England.  Numerous photos shown during the interview prompted Sue and Michelle to make 
comparisons between a Zimbabwean national identity and a British one; photos’ visual content was 
central to these accounts. The privileging of Zimbabwean identity was reflected in the family’s home 
displays; framed photos of their African experiences were prominently displayed “amongst, you 
know, basically things I’ve brought back from Africa”.  Michelle actively participated in recounting 
the shared, ‘family narrative’ to visitors (including the researcher).  For example, she described the 
significance of a sculpture in the entrance of her home: “(p)eople can see it and then they can ask 
questions and, then, we can share a bit about our life and what the statue means to us”. This 
narrative and, importantly, the permanence of the sculpture was also associated with family stability, 
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a phenomenon to be unpacked in the next chapter.  It may be that this representational practice 
created a sense of autobiographical continuity, for both Sue and Michelle, in the face of collective 
dislocation.  
Empathy between Sue and Michelle was echoed in the way family photos were managed.  Most were 
kept loose in a ‘family photo drawer’ that was located in a communal space of the home and 
accessible to the entire household. Michelle talked about how she “always arranges the drawer” and 
there was a sense that (African) photos (in particular) were jointly handled, if not jointly managed as 
well.  Michelle had taken photos from this drawer for display on her bedroom wall.  
Despite the affinity that Sue and Michelle demonstrated towards each other and the researcher, Sue 
remained the arbiter of home displays and there were key moments in the dyadic discussion when Sue 
(re)asserted her maternal dominance over Michelle. When invited to select photos to create a 
‘portrait of Family’, Michelle chose photos first, but Sue later intercepted, proceeding to structure 
the response.  This power dynamic was echoed elsewhere in the accounts, and Michelle did not 
challenge her mother’s intervention. 
Sue felt that her photowork was undermined by her lack of technical proficiency on the desktop.  She 
was frustrated that she couldn’t make prints from digital photos and was dependent upon her 
children, including Michelle, to support her in this effort.  Conversely, Michelle used her own laptop 
and digital camera to practice photography, deploying self-portraiture on this online display platform 
to forge a personal voice distinct from those of her household, and posting photos that she wouldn’t 
display at home or make other householders privy to (Fig. 8b).  Michelle saw this as an opportunity for 
discovering her potential as a musical performer in an online, public domain.  Therefore, whilst this 
dyad communicated familial closeness through its home displays, the use of computer technology 
signalled an intergenerational divide in the awareness and expression of representational practices 
conducted at home. 
Household Three: Jenny & Adam 
 
Figure 09: Responses to task three by: (a) Jenny; & (b) Adam. 
Jenny lived in a semi-detached house with her husband, Mark, and their two teenage children, Adam 
and David.  Jenny owned a digital camera, whilst her son, Adam, owned neither a camera nor 
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camera-phone.  Jenny worked full-time as a primary school teacher and, like Yvonne and Sue, 
assumed responsibility for housekeeping and home presentation.  This included album making and 
other forms of display making.  However it was clear from both Jenny and Adam’s accounts that the 
ambient displays were constructed with the household’s consensus.  Mark was involved in making 
family albums.  Jenny made a great effort to ensure her children were represented ‘equally’, and as 
they would want to be, in these displays.  In their joint discussion, the dyad demonstrated mutual 
respect, trust, and understanding towards each other, sharing the initiative to formulate responses to 
collaborative tasks.  With the exception of one of Jenny's photos and one of Adam's, all the photos 
they presented were considered as collectively owned.  The two exceptions captured events that 
occurred separately from the household and were, in Jenny's words, photos that the household-at-
large didn’t ‘have a link to’. 
At the time of the study, the family home was being redecorated.  The living room was devoid of 
furniture and displays; other rooms were sparsely decorated. The interview was conducted in the 
kitchen under the only noticeable wall display, a framed montage of Jenny's childhood photos. The 
family highlighted that most of their family photos were now taken with a digital camera.  These 
were stored on the ‘family computer’ and rarely printed.  As a result of the redecoration, the dyad 
used the tasks to venture into the attic and look through photos stored there, rediscovering photos 
that had not been viewed for some time. 
For this household, the attic was a place for conserving photos for posterity; photos were (in Adam’s 
words) ‘neatly’ arranged.  Both Jenny and Adam showed numerous photos that marked key life events 
or stages, perhaps to be expected a result of the serendipitous discovery of ‘legacy photos’. Both 
participants would not destroy photos, even if they evoked negative emotions; photowork functioned 
to ‘document’ rather than ‘display’ family events.  Although she disliked displaying photos of herself 
around her home, Jenny stated her favourite home display was the aforementioned kitchen montage 
because it showed photos from the past, rather than the present: “I wouldn’t necessarily like pictures 
of me now”.  This “little compilation” was modest, and inclusive: “it’s got all the family in it”.  Her 
account communicated an interest in the family’s genealogy.  Making the montage was a 
collaborative project, largely inspired by both Jenny and Mark.  Furthermore, at the time of the 
study, Mark was constructing an annotated album of Jenny's family history. The telling of family 
narratives at home was important; most of Jenny’s task responses were accompanied by relatively 
detailed stories.   She expressed her intention to impress these on her children through the photos, 
enacting the children’s membership in the family alongside other extended family members, including 
the absent or deceased. 
The notion of ‘documenting change’ also featured in both accounts.  Whilst Adam featured childhood 
photos showing the passing of time, Jenny featured what she termed ‘comparison photos’: “(t)hey 
may not like it displayed, but people do like to see how they’ve changed or altered over the period of 
time”. These photos weren’t always on display.  Jenny preferred albums because the ambient display 
of photos could, she suggested, portray her to others as “a bit pompous”. 
Adam established photos’ relative value according to perceived social conventions.  He observed 
social practices surrounding his mother’s display-making and, in turn, responded to the researcher’s 
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questioning with what he assumed to be socially appropriate and correct: “we’d need a perfect photo 
for it to go on the wall: everybody smiling, everybody looking smart”.  He made a distinction between 
photos’ aesthetic content and ‘the meaning behind’ it.  In Adam's mind, a photo’s significance to the 
family was at odds with its perceived value in terms of social criteria.  Jenny’s account was at odds 
with Adam's; she did not feel obliged to display socially appropriate content; “I know some families 
sort-of have some pictures of all the family up … but it’s not quite what we sort-of do”, she 
explained. Contrary to Adam's sense that ‘everybody’ must be ‘smiling’ and ‘looking smart’ for a 
photo to ‘go on the wall’, Jenny expressed a dislike for formal, posed photos, explicitly expressing a 
preference for snapshots over portraiture. 
Household Four: Lara & Caroline 
 
Figure 10: Responses to task three by: (a) Lara; & (b) Caroline. 
Lara lived in a detached house with her husband, Brian, and their two daughters, Caroline and 
Maggie.  Lara and Caroline owned digital cameras and camera-phones. Lara worked as a professional 
fine artist; Caroline attended a local art college.  Despite often using photos as a resource for many 
of her paintings, there were no photos on home display in Lara's home, and just a couple of paintings 
on framed display in the hall and living room, and a decorative dried grass arrangement.  Family 
photos were stored in boxes in the dining room on top of a shelving unit.  There were a couple of 
photo albums on a shelf in this unit but, according to the participants, they were rarely viewed. Lara 
assumed responsibility for managing these arrangements, but in “a half-hearted attempt”: “I mean I 
think I've kind-of shuffled some into some kind-of groups in the boxes, so there are 'children ones' or 
'pets and places' or something, but they're really - not really organised”. 
Both participants responded to tasks by rummaging and browsing in the boxes.  Caroline viewed this 
as a ‘chore’: “(w)hen I want to find a specific photo it’s really awkward to find the one you want”. 
She also lamented the lack of family photo displays around her home, but was resigned to the status 
quo: “I would like to have a lot more displays of photos around the house, but, like, it’s never kind-of 
happened, really”.  She compensated for this by engaging in photography independently of her 
family, and was given the freedom to do so by Lara. 
Caroline distinguished her own photos from ‘family photos’: “I have a laptop that I store my photos 
on”. Caroline was attentive to the management of her personal photos; much of her photographic 
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practice occurred online. Lara was not privy to any of Caroline's personal photowork; it was 
something that happened at school or in her bedroom.  Her photo practices were enmeshed in social 
exchanges with her peers, many of which took place online.  Caroline had a “friends’ folder”, posted 
online from her laptop, that her peers could access photo from.  Gift giving formed part of these 
social exchanges and preparing gifts seen as a collaborative endeavour between friends. 
Lara accounted for the lack of displays around the home by explaining that she used to have photos 
on display, but recently took them all down because she felt a sense of pressure to keep their content 
up to date: “it felt like it was a big hassle to kind-of change the photographs all the time”.  She 
wanted to continually update the displays but found this ‘difficult’ to manage.   She identified her 
solution as ‘extreme’; “it isn’t right”.  She justified her inertia in terms of not knowing how to 
approach the task, and in terms of enjoying ‘shuffling’ through loose photos and making temporal 
presentations.  Album making and ‘sticking’ photos in particular arrangements was ‘not the answer’ 
for her. 
Lara also demonstrated an explicit rejection of familial conventions. In response to task seven, Lara 
was surprised to find a photo in her collections subscribed to a conventional portrayal of family, 
describing the photo as ‘boring’.  Lara resented feeling obliged to abide by social conventions and 
rituals. This sentiment was revealed in discussions about why her wedding photo was on display: “you 
do things and feel very uncomfortable doing them, but you have to because that’s what you’re 
expected to do”.  Lara was aware of breaking with convention: “it’s not how it should be”.  She 
equated ‘the familial’ with the negative emotions that family photos from her childhood evoked.  She 
had a problematic relationship with her parents and exhibited negative feelings towards photos that 
showed her participating in family rituals that she had previously felt obliged to observe.  These 
expectations were epitomised by her wedding ritual.  Much of her account was given to reflecting 
upon attempts to emancipate herself, in her married life and current home environs, from such 
obligations: “it was something that I never did: break the rules”.  The concept of ‘breaking the rules’ 
was valued in her current household and reflected in her description of a photo capturing Caroline 
breaking the rules at school.   
Participation in the study corresponded with a personal project that Lara was currently undertaking.  
She was making paintings of her childhood photos, motivated by a need to make sense of negative 
family memories: “it was an identity thing: it was to do with me trying to place who I was and make 
sense of things and relationships we have we have as adults, I think”.  She described revisiting the 
photos and comparing their ‘evidential truth’ (their visual content) with her personal memories.  By 
engaging with them in this way, she felt that she might positively transform her memories.  Her 
paintings reconstruct the ‘evidence’ by revealing ‘the emotional stuff’ and the process is 
emancipatory.  She accepted the positive and negative representations that the photos offered up to 
her and her notion of current family portrayal was disassociated from any ‘ideal’ representation: 
“Family is, er, for me not about an ideal thing”.  There was an apparent conflict between Lara's 
desire to reflect on her past and yet be emancipated, to “move on” from it.  Hence, choosing to opt 
out of representing ‘the familial’ in her home.  
Lara was found to ‘use’ family photos in such a way as to express herself independently from her 
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household.  It became clear in the dyadic interview that family photos were not ordinarily shared 
between Lara and Caroline.  When talking together at interview, Caroline's feelings towards particular 
photos proved surprising to Lara and vice versa.  When asked to use their task responses to create a 
portrait of their family, contention arose about which photos to include.  Caroline was more 
enthusiastic about displaying family photos than her mother, but it was Lara who ultimately managed 
the displays.  There was a desire for mutual understanding about photos’ significance, but often 
conflict arose about representation of their family. The level of ambiguity surrounding which photos 
are ‘family photos’ and which ‘belong’ to the family is striking. Lara' was less inclined than the 
parents interviewed so far to assign ownership to her household-at-large: “I’m not sure”. 
Nevertheless, as the interview progressed, the dyad reached a consensus to the extent that they 
shared aesthetic considerations.  Caroline then took the initiative to coerce her mother into realising 
the portrait and a potential ‘site’ for it in the home.  By the end of the interview, Lara's attitude 
towards home displays had shifted: “I love looking at photographs and other peoples' photographs on 
the wall, and it's like a glaring gap that we haven't done it”.   
Household Five: Rosemary & Kate 
 
Figure 11: Responses to task three: (a) Rosemary’s wedding photo; & (b) Kate with her father. 
Rosemary lived in a detached house with her husband, Neil, and their younger daughter, Kate.  
Rosemary owned a digital camera whilst Kate owned both a digital camera and camera-phone.  
Rosemary worked full-time as a Town Planner.  Kate was studying for her A-Levels.  Rosemary and 
Kate expressed mutual respect for their respective roles within the home and their relationship 
seemed relatively free of tension.  They found the task of choosing photos for a ‘family portrait’ to 
be straightforward, largely because most ‘family’ photos held mutual significance, but also because 
Kate often deferred to her mother.  Kate was relatively disengaged from home photo display making, 
confining her personal expression to her bedroom.  Her bedroom walls were covered with photos 
intermingled with magazine posters.  She kept a number of film prints, captured by her parents, in a 
personal ‘photo-box’. 
Rosemary assumed roles affiliated with housekeeping, including interior decoration, and photo-
management.  Her account was characterised by apathy towards photo management and a feeling 
that it required effort, despite expressing the importance of her photos.  Rosemary described 
extended periods of ‘several years’ when she “wasn’t actually putting things in albums”.  Prompts to 
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start again included the birth of her children.  She hadn’t made any albums in recent times when 
interviewed: “five years, actually, are not in albums, either, apart from the odd holiday, and for no 
particular reason, except that you’ve got to keep up with it … and once you stop it’s a big effort to 
get going again”.  
Rosemary was meticulous when choosing photos for ambient display, communicating a sense of what 
should be displayed in the home. Decorative considerations were central to her selection process.  It 
hadn’t occurred to her to frame the photo she chose (when doing the tasks) to represent ‘an ideal 
portrayal of her family’.  She liked the photo “because it’s the four of us and… we’re actually doing 
something together as a family”, but the photo was underexposed, “so, no, it never occurred to me, 
actually, to display it”.   
Although Rosemary owned and used a digital camera, she continued to engage in traditional display 
practices, focussing on the decorative features of frames. She didn’t mention digital photography 
despite, as Kate pointed out, the fact that the family photos are “mainly all digital”. Rosemary's 
display practices were aligned with the familial conventions associated with film photography: they 
communicated family at leisure or ceremony, doing things together.  Rosemary presented a number 
of photos at interview that had negative connotations, but these were not visible in an ambient 
sense.  
In their separate interviews, Rosemary and Kate both drew attention to a framed photo arranged 
prominently on the mantelpiece in their living room.  Both described the event surrounding its 
capture as something of a ‘family story’.  The photo was significant to Rosemary because it depicted 
the relationship between her daughters when they were children: “I just thought it was just so typical 
of the two of them at that time … hence they’re on display in probably the most prominent part of 
the house”.  The photo was Kate's ‘favourite home display’, not least because of the associated story, 
which invited her to reflect on the longevity and constancy of the household’s unity since she was, in 
her mum’s words, ‘very, very tiny’.  There is a sense that the inscription of a shared narrative at a 
prominent location at home, drawn upon to define household relations, was greatly appreciated from 
an intergenerational perspective.   
Household Six: Eric & Emma 
 
Figure 12: Responses to task three by: (a) Eric; & (b) Emma. 
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Eric lived in a detached house with his wife, Irene, and their two teenage children, Emma and Scott.  
Eric did not own a digital camera but Irene did.  Emma owned a camera-phone.  Eric, self-employed, 
was the only father to participate in the study and, in keeping with other household accounts, 
referred to Irene as the ‘family photographer’, and the householder responsible for making home 
displays. Eric described his main motivation for participating to be the opportunity to reflect on 
photos with his daughter.  He was also interested in photography, and engaged enthusiastically with 
the tasks.  As with Household Three, Eric used the study as an opportunity to venture into the family 
attic and browse through photographs stored there.  Much of his personal memorabilia is kept “in a 
big ol’ bin, up there”. There were ‘hundreds’ of albums, many of which had been handed down 
through generations.  In-keeping with this tradition, Eric expected to pass them on to his children.  
The re-discovery of ‘old’ photos proved to be a revelatory experience for Eric, and also for Emma, 
prompting dyadic engagement with Eric’s ‘past selves’, rarely voiced in everyday family life.  
Reminiscence around these photos fostered positive inter-relations based on mutual understanding.   
Photo-talk highlighted the intimacy between Emma and her parents. Eric and Emma demonstrated 
mutual interest in each other’s task responses and Emma's account was very family orientated, even 
when referring to social exchanges with peers.  In her individual interview she described sending 
family photos to friends: “I mean I send my friends who know my family quite well I send that - I 
would send that picture too cause they know my family and stuff like that”.  Eric and Irene were 
familiar with a number of Emma's photos and the social exchanges they are associated with.   
Emma did not directly refer to her paraplegia at any point during the interviews.  She was studying 
for her A-Levels and presented herself as a keen photographer, ‘passionate about art’; she aspired to 
a career as a professional sportswoman.  Emma's social network was very important to her, as was the 
portrayal of her social relationships.  Photos displayed on her bedroom wall and camera-phone 
highlighted this; “I always do ones of me and my friends and stuff, or … me and family - not on my 
own, really”.  Trophies of her sporting achievements were displayed alongside photos. A key feature 
of Emma's account was that her photo displays mediated ongoing social exchanges, as reflected in the 
continual ‘updating’ of her bedroom displays. 
Despite being a keen photographer, Emma didn’t own a camera and described ‘stealing’ her mum’s 
digital camera and downloading photos from that onto her personal laptop.  She printed her 
‘favourite’ photos as keepsakes.  Photography was associated with ‘treasuring’ memories; Emma was 
protective of her photos and kept prints in a ‘secret box’.  Eric expressed similar sentiments towards 
the attic photos.  He wanted to keep them in “a little pot”, because he ‘needed them to hand’ and 
didn’t want to “lose them in the albums again”. 
Eric and Emma chose similar photos of the same event to represent ‘an ideal portrayal of their 
family’, illustrating the alignment of their representational practices.  However, towards the end of 
the dyadic interview, a tension was observed by the researcher and Eric - not Emma - about Emma's 
proposed handling of Eric's attic photos.  Emma planned to show these photos to her friends, but Eric 
didn’t deem them suitable for display to anyone apart from his household and close friends, raising 
the question of control over intergenerational representation of family. 
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A second tension was observed between Irene and the rest of the household about housekeeping and 
home decoration.  Irene repeatedly interrupted the interviews to comment about the need to keep 
the house tidy and clutter-free.  Eric and Emma viewed this as constraining to expression, lamenting 
the removal of wall-mounted photos by Irene for the purposes of re-decorating their home in a 
‘contemporary’ style. 
Household Seven: Kath & Michael 
 
Figure 13: Responses to task number three by (a) Kath; & (b) Michael.  Figure 13a was captured by Kath using the 
disposable camera. 
Kath lived with her husband, Bill, and their two teenage children, Laura and Michael.  Kath and 
Michael each owned a digital camera and Michael also owned a camera-phone.  Kath worked part-
time as an administrator.  She presented herself and her household as ‘very family-orientated’: “I’ve 
got very, very good friends, but family is very, very important”.  Although her nuclear relations were 
“obviously the most important”, her extended family relations were also important to her and their 
presence was felt through the numerous framed photos on display in the home.  Kath assumed 
responsibility for these displays of on behalf of her household. 
A mantelpiece and cabinet in the living room were two focal points for the home’s displays. Two 
framed photos on the mantelpiece captured the primary importance of the household. The cabinet 
contained many more photos of the extended family, mostly framed professional portraits.   Familial 
proximity was reflected in physical clustering of portraits.  Kath expressed a sense of obligation to 
the inclusive representation of family in the cabinet, and highlighted her efforts.  She described 
representing everyone as “very hard”, sometimes due to physical constraints: “I can’t really keep any 
more and it’s - it’s overloaded as it is”. The space problem was partly solved by ‘updating’ 
representations by replacing older photos with new ones.  
Michael was reticent with the researcher and expressed difficulty in articulating photos’ meanings.  
Kath chose to be present during his personal interview, prompting him to respond to questions and 
trying to make sense of his responses.  Despite his reticence, Michael appreciated the two main 
displays and was happy with the representation of himself. When asked why the cabinet was his 
‘favourite home display’, he replied: “it’s basically got most of my family on there, and then – cause 
you’re sort-of one, big family, ain’t ya(?)”; and “family are the most important because they’re there 
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for you all the time”. For him, these displays communicated the meaning of family as ‘the place 
where he belongs’.  
Kath considered all of her personal photos, including those captured prior to having children, to be 
“family things”.  Kath involved her children in all aspects of photo-management aside from home 
display.  She called upon them to assist in the use of desktop tools, in editing and printing.  Michael 
described how the household’s photos were stored in a digital format and revealed greater 
confidence when talking about digital photowork than other subjects in the interview.   
Kath allowed her children to manage their personal photos: “obviously, if they take photos of their – 
their friends, and Laura takes – then they’re up to them, you know(?), they keep them in their room 
and that”.  She only mediated where processing costs were involved, taking a ‘supporting’ role rather 
than ‘monitoring’ them.  Kath described how the take-up of digital cameras in her household had 
created more photowork because more photos were captured and distributed by individual 
householders.  The household used commercial services to print, or transfer onto CD Rom, and Kath 
described recently developing ‘a hundred odd’ photos captured by her daughter.  She saw this work 
as manageable because of the ease with which digital photos could then be reviewed and edited.  The 
transition to digital had relieved Kath of some pressure to display prints, however emphasis was 
placed on distributing content to others rather than home display.  
Household Eight: Hisako & Julie 
 
Figure 14: (a) Hisako’s response to task three; (b) Julie (left) with her two sisters. 
Hisako lived with her husband, Paul, and their daughters Julie and Amy.  Her eldest daughter Liz had 
moved out of home.  Hisako was Chinese and the only participant in the sample whose nationality was 
not British.  She had lived in the UK for over 25 years. Hisako worked part-time as an administrator.  
Hisako and Julie both appeared self-conscious about how they were portrayed to others.  Whilst 
Hisako claimed that her self-presentation to the researcher was “transparent”, she was careful to 
coordinate her home displays to present herself and her family in particular ways.  Hisako assumed 
responsibility for managing photos and their display on behalf of her household. She also dominated 
the dyadic discussion more so than the parents of the other participating households, especially 
during task of creating a portrait of family.  However, Julie was assertive throughout, challenging her 
mother.   
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Both Hisako and Julie believed that the communal spaces of home should represent ‘family’ rather 
than individual householders. Hisako was explicit in expressing a sense of moral duty to her household 
over self-interest.  Photos communicated the significance of relationships and the unity of family, 
including the wider family.  Julie echoed her mother’s sentiments and only displayed her personal 
photos in her bedroom.  In the communal spaces, by contrast, she liked “pictures where it can relate 
to everyone”.  Hisako and Julie's accounts reflected their active participation in family life.  
Julie exhibited self-effacement: “I never get good photos”.  She wasn’t happy for the researcher to 
document her responses to tasks three and four.  Her modesty may be interpreted as social awareness 
rather than lack of self-worth.  When talking about the home’s displays, she focussed on how her 
sisters’ achievements defined her household and inspired her. She highlighted the personal 
significance of a cabinet display in the living room: “It's got some family photos, trophies, just little 
things that I've made, and, like, Amy’s made and Liz has made … and then Mum's work is on there as 
well”.  By contrast, Hisako deliberately excluded this display from her task responses.  For her, 
family members were defined by their social relationships; she was ‘proud’ of her children’s 
achievements and ‘liked’ the trophies, but did not see them as “essential”.  For her, home displays 
represented family relationships rather than personal achievements.  
Hisako related this lack of concern in relation to for displaying material gain and physical ‘beauty’.  
Her response to task three celebrated youth rather than beauty (Fig. 14): “I thought ‘Okay, 
Graduation photos’ – yeah, I'm quite proud of it - it's not being beautiful, it's just that I like being that 
age”.  This photo would not be on home display, either: “I didn't want any one blown up, … I just 
kept them in a book”.  Hisako repeatedly expressed her preference for album display: “I'm not one of 
these people that puts things out”.  
When asked to describe a home display that ‘makes her feel part of her family’, Hisako referred to 
her dining room and showed a number of photos capturing social events that had taken place in it: 
“I’m a people person”; “I’m not a thing person”; “I’m not a material person”.  However this narrative 
seemed to communicate something different to the home displays: the researcher viewed the display 
of trophies that Julie referred to as a prominent feature in the home’s artefact ecology. 
The commemorative function of photos was featured in accounts, and may be connected to the 
family’s Chinese heritage. Making reference to Chinese national history, Hisako asserted the 
importance of photographic memory.  Reproducing the family’s Chinese identity was important to 
her.  Photos also perpetuated a sense of collective identity across the generations.  Hisako referred 
to a framed photo of her late mother, displayed prominently in the living room: “It’s my mum’s first 
photograph for my dad”.  Julie expressed interest in her grandmother identifying with the referent: 
“you never really think of your grandparents as like you were when they were your age, so (…) it’s  - 
it’s just nice to think that – it’s quite strange [laughs] that they were once sixteen as well”.  For 
Julie, the physiognomic resemblance expressed familial proximity.   
Summary of Households 
The overview of each household sought to familiarise the reader with each of the dyads, their 
idiosyncrasies and their inter-relations.  The process of analysing the data using IPA made visible the 
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relationships and experiences that were peculiar to each household and each participant, as well 
patterns that emerged across households.  Four common themes emerged from the analysis and will 
be discussed fully in the next chapter.   However, whilst these common themes represent highly 
significant phenomena across participants' accounts, they are nuanced by differences and 
contradictions.  These nuances and contradictions are visible in the Household cases just described. 
A striking pattern emerged across accounts of a parent - typically a mother - coordinating displays on 
behalf of their whole household.  The presentation of family that was rendered by this coordinating 
activity was found to reproduce the familial construct in visual and narrative terms.65  However, this 
kind of coordination was achieved in a variety of ways and given differing significance within each 
household.  Whilst the parents placed considerable significance on family photos and their display, 
they also engaged in personal photography and showed personal photos in ways that, for each, had 
greater or lesser visibility to other household members. 
Differences were also found in the distribution of cameras within households and the readiness of 
photoware 'to-hand' for displaying photos.  This was seen as partly related to the particular power 
dynamics and issues of trust and intimacy between a given parent and their teenager.  Whilst Lara 
and Rosemary were, arguably, happy for their daughters, Caroline and Kate respectively, to practice 
photography as they chose, other mothers were inclined to monitor teen photowork to a greater 
degree. Caroline and Kate had ownership of their equipment and handled photos relatively 
autonomously from the rest of their family.  In other cases, teens had to negotiate use of their 
parents' equipment, as in the case of Cat and Yvonne, and Emma.  Also, the relative autonomy of 
teens was seen to differ as a result of parents' technical proficiency in handling photos on the 
computer and other associated display technologies. 
The relationships that the participating parents expressed with their own parents and extended 
family had an impact on their domestic photo practices.  Lara didn’t put her wedding photos out as a 
means to 'emancipate' herself from her parents.  It's not included in the overview, but Jenny didn’t 
display her wedding photos for similar reasons to Lara; Jenny's relationship with her parents at the 
time of her wedding was fraught.  Again, not included in the overview above but significant here is 
that Sue conspicuously displayed photos of extended family (her sisters and her mother) in her home 
specifically to try to forge a good relationship with them (because she had been living abroad from 
them for many years). (These photos were carefully juxtaposed with photos of the household 
captured in Africa.)  In other families, the symbolism surrounding the familial was much more 
comprehensively embraced (e.g. by Yvonne, Rosemary, Kath and Hisako).  
Even though, in all these households, the mother was dubbed the arbiter of displays, fathers were, in 
some cases, involved in family photography and home displays.  The level of their involvement varied 
across cases.  In Household One, Yvonne described her husband as a keen photographer; nevertheless 
he left family photography and associated photowork in her control.  In Household Three, Jenny's 
husband was enthusiastic about collating and looking at old family photos, and had helped her 
prepare a number of these 'legacy photos' for display.  Nevertheless Jenny assumed responsibility for 
                                         
65 The social construct of ‘the familial’ was outlined in section 2.3. 
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their arrangement in the home.  In all the other cases, the father's role in photowork was somewhat 
invisible. 
This may be linked to the way in which family photography and home making are integral to these 
mothers' personal identities.  Many of the mothers felt that they were creative in their own right, 
that is, Yvonne, Sue and Lara; being creative and artistic was part of sense of self.  Whilst Lara and 
Sue presented professional artistic skills to the researcher, Yvonne claimed to be a 'hobbyist' 
photographer.  Yvonne described that 'vanity of the photographer' shaped the decisions she made 
about photo displays, including editing and 'cropping' referents out.  This may be contrasted with 
Jenny liking 'snapshots' and uncomfortable with any gesture of 'showing off''.  The openly artistic 
mothers represented their personal identity separate from their family, and their personal interests, 
more that the other mothers.  
In the next chapter, findings will be presented in the context of common themes emerging across 
participant accounts.  A discussion of these themes will be framed around the primary research 
questions of the study.  It must be noted, however, that within the thematic structuring, the 
idiosyncrasies of each participant's voice, as illustrated in the case studies presented above, is to be 
represented alongside the similarities that were identified. 
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5. Study One: Part II 
5.1 Introduction to Emergent Themes 
This chapter documents the cross-case analysis of Study One accounts and the major themes that 
were subsequently generated.  In the discussion to follow, the researcher entwines parental 
narratives and teen narratives with her narrative account.  First, the theme of home curation is 
introduced to illuminate parents' coordination and arbitration of family displays.  The second theme 
illuminates a dialogical account of selfhood, and, specifically, how photos are drawn upon in the 
expression of selfhood from an intergenerational perspective.  The third theme offers an 
intergenerational perspective on family representation, describing some of the tensions and power 
relations that are ordinarily invisible in the maternal narrative.  The final theme focuses upon the 
mediation of digital technology in home curation and how this shapes teen participation in family 
photography. 
Before turning to the findings, some terminology shall be set that enables findings to be elaborated in 
relation to the extant self-psychology literature. Drawing from Harter (1999), the term ‘self-
representation’ is used to describe the “attributions or characteristics of the self that are consciously 
acknowledged by the individual through language” (ibid, 3). The term ‘self-concept’ refers to a self-
theory (ibid, 5); and the term ‘self-worth’ refers to the evaluation of self in a particular domain.  The 
researcher also adopts the term ‘unification’, after Hermans and Kempen (1993, 72-79), to 
conceptualise a process of synthesis in participants’ accounts, through which multiple selves, or I-
positions were made sense of by participants to create coherent self-narratives.  Similarly, the terms 
‘fragmentation’ and ‘conflict’ were adopted to make sense of contradictions, or lack of coherence 
(Hermans and Kempen, 1993), or “loss of voice” within personal narratives presented at interview 
(Harter, 1999, 235).   
5.2 Home Displays are Curated 
The accounts summarised in the previous section demonstrate the perpetuation of familial 
conventions surrounding film photography and its artefacts.  In keeping with tradition, it appears that 
the mother of the nuclear family continues to assume the roles of ‘family photographer’ and ‘family 
chronicler’.  The only father to take part in the study, Eric (of Household Six) referred to his wife, 
Irene, as the family photographer, adding, “(s)he’s the one that should be doing this, actually!”. 
Petrelli et al. (2008, 60) find something similar in their own recent empirical studies of home 
displays. 
As the analysis is focused on display activities, it is noted in addition how the mother coordinates the 
display of printed photos throughout the home environs on behalf of the household-at-large.  ‘Photo 
display’ in this sense entails managing the general presentation of photos and includes album-making, 
framing activities, the casual ‘propping up’ of photos, or computer desktop displays.  The 
coordination of these displays functions to unify a presentation of the household, throughout the 
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home, homogenising a portrayal of the household’s inter-relations and relations to others.  This 
coordination was observed by both mothers and teenagers and seen as being intuitively tied to other 
roles that reproduce a social order, like parenting, housekeeping and interior decoration.  In the 
analysis, this activity was dubbed home curation and the mother referred to as the curator. 
5.2.1 The Curator Coordinates Home Displays 
The researcher coined the term ‘curator’ during the first household visit, and at interview with 
Yvonne of Household One.66  In analysis, the term ‘curator’ was understood to mean: the keeper, 
carer and inventory accountant of an artefactual heritage collection on behalf of an institution, 
responsible for its storage and display; and specifically, the term was connected to the definition of 
an art curator, deemed expert in the collection and tasked with guiding its interpretation.67  In 
keeping with the sense-making activities of the researcher and Yvonne at interview, Yvonne's account 
will be used here to introduce key features of the curatorial role, as it became visible to the 
researcher. 
 
Figure 15 (a) Yvonne’s response to task three; (b) This photo was displayed on the kitchen dresser.  
During her interview, Yvonne demonstrated her concern with presenting a unified and defining image 
of family to itself and others in the home.  Consider the following extract in which she starts talking 
about ‘curatorial activities’.  In this instance, she described a photo-print that was propped up on a 
sideboard in her kitchen (Fig. 15).  The sideboard was located in a communal place in the home (Fig. 
15b) and, although unframed, the photo (Fig. 15a) was considered by Yvonne and the rest of her 
family to be highly visible to those within and beyond the household.  She referred to this photo in 
response to task three, ‘Bring me a photo in which you look most photogenic’. The researcher (R) 
invited her to account for her selection and the photo’s current display status. 
Yv:	   I	   think	   this	   one’s	   good.	   	   Cat	   hates	   this	   one.	   	   But	   fine:	   I	   love	   this	   one.	   	   This	   is	   last	   year,	   at	   a	  
wedding…	  (I)t	  was	  nice	  being	  part	  of	  the	  family	  and	  (...)	  it	  was	  a	  nice	  occasion,	  and	  I	  like	  dressing	  up.	  
R:	   Was	  this	  on	  display?	  
Yv:	   This	  was	  up	  there	  [points	  to	  kitchen	  dresser].	   	  It	  was	  just	  sitting	  on	  a	  shelf	  up	  there,	  (...)	  cause	  
(...)	  they’re	  not	  in	  albums	  and	  presumably	  I	  wanted	  it	  on	  display,	  cause	  I	  hadn’t	  taken	  it	  upstairs	  to	  
be::	  -­‐	  to	  go	  into	  the	  boxes	  to,	  you	  know,	  to	  be	  -­‐	  mind	  you,	  I	  haven’t	  had	  a	  purge,	  so...	  [Laughs.]	  When	  I	  
                                         
66 See Appendix F for the documentation of this interview. 
67 http://en.wikipedia.org/wiki/Curator. Accessed 17. 10. 10 . 
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have	  a	  purge	  it	  will	  go	  up	  and	  then	  there’ll	  be	  the	  next	  thing.	  (…)	  And	  on	  the	  whole,	  there	  aren’t	  	  (.)	  
many	  photos	  of	  me.	  	  I	  take	  the	  photos,	  so	  it’s	  quite	  hard	  to	  find	  one	  that	  I	  really	  like	  of	  me.	  	  And	  if	  -­‐	  I	  
mean	  there	  are	  a	  number	  of	  photos	  of	  me	  displayed	  around	  the	  house,	  (.)	  probably	  correct	  percentage	  
amount	  (...)	  per	  person	  per	  family,	  but	  (.)	  that’s	  because	  I	  (.)	  if	  there’s	  a	  good	  photo	  of	  me	  I	  tend	  to	  
put	  it	  up.	  I’m	  vain,	  you	  know?	  I	  like	  nice	  photos	  of	  me!	  	  [Laughs.]	  	  Makes	  me	  feel	  good!	  So,	  I	  will	  put	  
them	  up.	  Whereas,	   I	  mean,	   like	  Cat	  would	  put	  up	  bad	  ones	  and	   (...)	   -­‐	  but	   I	  wouldn’t:	   I’m	   far	  more	  
vain,	  	  erm	  (...)	  or	  insecure,	  or	  whatever.	  	  So,	  (...)	  the	  fact	  that	  there	  are	  (you	  know)	  four	  photos	  of	  me	  
in	  the	  house	  or	  something	  (.)	  doesn’t	  represent	  [smiles]	  that	  there’s	  as	  many	  photos	  taken,	  because,	  
you	  know,	  [laughs]	  I	  think	  we’ll	  go	  on	  holiday	  and	  they’ll	  generally	  be	  three	  of	  me,	  taken	  perhaps,	  and	  
500	  of	  everybody	  else	  (...)	  -­‐	  and	  that’s	  not	  an	  over-­‐exaggeration.	  [Laughs.]	  Erm...	  
R:	   	  	  Yeah,	  I	  guess.	  =	  
Yv:	   =	   The	   children	   have	   started	   to	   realise	   this	   and	   started	   to	   take	   photos	   of	  me	   because	   of	   it,	   (.)	  
which	  is	  quite	  fun.	  	  So	  that’s	  good!	  	  	  
R:	   So	  =	  
Yv:	   =	  And	  I	  can	  delete	  an	  awful	  lot,	  rather	  than	  it	  be	  the	  only	  photo	  of	  me	  on	  holiday,	  ‘therefore	  -­‐	  
we	  -­‐	  keep	  it’.	  
R:	   Yeah,	  and	  does	  that	  mean	  you’re	  pretty	  much	  the	  person	  that	  -­‐	  you’re	  the	  curator	  of	  the	  photos?	  
=	  
Yv:	   =	  Oh	  yeah,	  I’m	  completely	  the	  curator.	  
In this excerpt, Yvonne was seen to assume sole responsibility for managing family photos, including 
their display, on behalf of her household: “I will put them up”; “I can delete an awful lot”.  This role 
appears to lead from her role as ‘family photographer’: “I take the photos, so…”.  She also implied 
that she had her own system for photo-management, which this ‘wedding photo’ fitted into: “when I 
have a purge it’ll go up and then there’ll be a next thing”.  
These display activities are dubbed curatorial because they involved creating a particular 
representation of the household at home.  Yvonne described a marked difference between the 
content of the household’s collection of photos and the content on home display: “the fact that there 
are, you know, four photos of me in the house or something doesn’t represent that there’s as many 
photos taken”; “there are probably correct percentage amount per person per family”.  She 
described her coordinated effort, on behalf of her household, to curate a unified presentation across 
her home’s ‘ecology of artefacts’ (Crabtree and Rodden, 2004).   
Yvonne was also seen to bring her own, curatorial voice to the activity, making value judgments 
about the content of collections.  In reference to the ‘wedding photo’, she said: “Cat hates this one”; 
“(b)ut fine: I love this one”.  She stressed that her curatorial judgment was acted upon in spite of 
Cat’s contrary sentiments.  What Yvonne did not draw attention to but came to light elsewhere was 
that other ‘images’ of householders existed but were subsumed by the curatorial voice.  Indeed, 
during the dyadic interview of Household One (Part III), Cat explicitly expressed dislike for the 
content of the ‘wedding photo’ and its prominent placement.  Later, in her personal interview, 
Yvonne noted the negative impressions of Cat that could be rendered by this content: “Cat looks so 
silly”.  Thus, Yvonne was aware that her arbitrations could conflict with the wishes of her juniors. 
As illustrated in the excerpt, Yvonne voiced creative license to portray her family as she chose; it was 
her curatorial prerogative to guide others’ interpretation of the family photo collections.  She was 
also at liberty to portray herself as she wanted to be portrayed: “it was nice being part of the family 
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and (…) I like dressing up”; and “if there’s a good photo of me I tend to put it up”.  Her curatorship 
was directed by ‘vanity’, ‘insecurity’, and self-interest to present herself as ‘part of her family’; the 
personal significance of the ‘wedding photo’ contributed to its salient display.  This example shows 
how the curatorial role is empowering for the curator’s self-presentation. 
Paradoxically, Yvonne felt that, in some ways, her role as Family Photographer constrained her self-
expression: “I take the photos, so it’s quite hard to find one that I really like of me”.  On the one 
hand, there was a relatively large number of photos capturing all the other householders, affording a 
broad set of expressive resources by which they may be represented.  On the other, Yvonne limited 
photos’ availability to other members as resources for their own self-expression at home.68 
Home curation afforded a dominant voice to Yvonne for representing householders at home.  As such, 
she was at liberty to impress a singular, maternal narrative upon home displays, with display-making 
a conduit for her personal expression.  The dominance of the curatorial voice was observed in all the 
participating households.  It was also observed across households that the personal history of the 
curator was more visible in the home than other household members. Yvonne, Rosemary and Hisako 
all had photos of their own extended family members on framed display, but their husband’s family 
members were not visible at all.  Home curation, with these families at least, represented family 
relationships from the perspective of the curator.  The features of home curation will now be 
considered in detail as they relate to Yvonne, Cat and the other dyads. 
5.2.2 The Curator Defines Family Relationships 
In the above example, the curatorial voice is illustrated through a propped-up photo-print.  This 
photo sat amidst a number of other propped-up photos on the kitchen dresser in Yvonne's home (Fig. 
15b).  What appeared to be casual framing gestures, such as ‘propping up’, was revealed at interview 
to be part of a curatorial effort.  A feature of home curation, it is suggested, is that the physical 
arrangement of printed photos, or, in Rose’s terms, their ‘spatial proximity’, may serve to represent 
the nature of family relationships as much as their content does (by capturing family together). 
 
Figure 16: (a) Kath's dresser & (b) Mantel displays as loci for presentations of family in her home. 
The home displays of Household Seven illustrate this well.  Kath presented herself and her household 
                                         
68 The ‘wedding photo’ was a gift to Yvonne from a friend. 
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as being “very family orientated”, with family including her extended family – “(m)y mum and dad, 
my sisters, my children, my husband, (.) my in-laws”. Like Yvonne, Kath assumed a curatorial role 
and, as introduced in the last chapter, expressed the central importance of ‘family’ through the 
ambient display of numerous framed prints in communal spaces on the aforementioned ‘cabinet’ and 
mantelpiece (Fig. 16).  In the following excerpt, Kath described how the particular placement of 
photos expressed particular family relationships. 
Ka:	   Well,	  again,	  everybody	  that	  means	  anything	  to	  me	  is	  in	  that	  cabinet.	  …	   So,	   in	   that	  cabinet,	  or	   in	  
-­‐	  you	  know(?)	  [Gestures	  to	  the	  mantelpiece.]	  
R:	   On	  the	  mantelpiece.	  
Ka:	   I	   think	  what	   I	   done	  was	   I	   took	   the	   one	   of	   the	   four	   of	   us	   and	   I	   tried	   to	   amalgamate	   them	   all	  
together,	  (...)	  you	  know(?),	  I	  put	  them	  all	  together.	  
R:	   Yeah.	  
Ka:	   Because	  they’re	  -­‐	  they’re	  all	  important	  in	  their	  own	  little	  way,	  if	  you	  know	  what	  I	  mean.	  	  My	  kids	  
are	  obviously	  the	  most	  important,	  and	  my	  husband,	  but,	  I	  mean,	  nieces	  and	  nephews	  and	  my	  sisters	  
and	  that	  are	  very	  important,	  and	  my	  mum	  and	  dad.	  
The mantelpiece displays appeared, to the researcher, to be the most salient in the living room partly 
due to the physical prominence of the mantelpiece, but also because the mantelpiece was physically 
set apart from the cabinet.  The two photos on the mantelpiece, capturing just the nuclear family, 
were positioned so as not to compete with other images for salience.  This analysis is supported by 
Kath's account: “(m)y kids are obviously the most important, and my husband”.  Kath added that her 
extended family relations were ‘very close’ to her and are therefore represented nearby: “everybody 
that means anything to me is in that cabinet”. The ecological nature of home curation is 
demonstrated in this example: Kath's arrangements signified a particular ordering of family 
relationships within and beyond her household.   
Kath's also forged a curatorial narrative, a portrayal of inclusiveness. 
Ka:	  It’s	  very	  hard,	  I	  must	  admit.	  	  I	  mean	  I’ve	  got	  my	  in-­‐laws,	  I’ve	  got	  my	  parents	  in	  the	  middle	  there,	  
and	  (.)	  children	  and	  things	  and,	  (.)	  as	  I	  say,	  it	  is	  very	  (.)	  hard,	  but	  these	  little	  ones	  obviously	  -­‐	  you	  can’t	  
have	  all	  big	  ones	  up	  of	  ‘em	  but...	  And	  my	  grandparents...	  my	  aunt	  Gwyneth.	  	  I’ve	  even	  got	  the	  baby	  -­‐	  
the	  last	  baby’s	  scan	  photo.	  [Brings	  scan	  photo	  out	  from	  cabinet	  to	  view.]	  
Conflating photos with their referents, Kath demonstrated her efforts to represent wider family. This 
involved displaying recent photos. 
When	  we	   get	   the	   school	   pictures	   and	   everything	  we	   try	   to	   get	   one	   of	   every	   one	   of	   the	   nieces	   and	  
nephews,	  erm,	  (…)	  and	  then	  nans	  and	  granddads.	  …	  Every	  year,	  as	  a	  new	  one	  [school	  photo]	  comes,	  it	  
[old	  school	  photo]	  gets	  replaced.	  
Therefore, the dynamic nature of Kath's photo-handling communicated attentiveness to her family, 
her sense of duty echoing observations made by Rose (2005). 
Kath’s efforts were witnessed and appreciated by her son, Michael.  The physical arrangement of 
cabinet photos was significant for making him feel part of his family: “because I’ve got a picture of 
one side of the family up there and a picture of me in the other side of – my other side”.  He added 
later: “it’s basically got most of my family on there, (…) and then – cause you’re sort-of one, big 
family, ain’t ya?”.  The mantelpiece display depicted an archetypal image of family life: “it’s a 
portrayal of the family cause we always eat together and we always go on holiday together”.  For 
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Michael, the displays defined, reflected and perpetuated familial proximity. 
 
Figure 17: Sue's home displays, captured with her disposable camera in response to (a) Task 11 & (b) Task 12. 
Home curation established a coherent and unifying narrative about the household.  This can be 
illustrated with Household Two.  Sue, the curator of the household, defined it in terms of its 
collective expatriate voice: “we have been very much influenced, in our marriage and in bringing up 
the children, by the culture – the African culture as opposed to the British culture, definitely”.  In 
this case, the curatorial narrative expressed the group’s ‘otherness’, its social and cultural 
exclusivity.  Sue described how the ‘African culture’, as the ‘voice’ of the group, was incorporated 
into each householder’s sense of self.  This was reinforced through her creation of ambient displays in 
the living room.  She comments upon the arrangement of Figure 17a in the following extract. 
I	   suppose	   it’s	   just	   very	   significant.	   	  The	   children	   are	  amongst,	   you	  know,	  basically	   things	   that	   I’ve	  
brought	  back	  from	  Africa	  and	  they	  were	  born	  in	  Africa	  and	  I	  suppose,	  yeah,	  they’re	  just	  surrounded	  
by	  my	  bronze	  leopards	  and	  my	  little	  wooden	  stool.	  
As with Kath, Sue conflated the photographic artefacts with their referents, her children.  A framed 
photo was placed amongst African artefacts to convey the children’s affiliation to African culture. 
The materiality of the artefacts and their arrangement was central to her presentation.  Note, after 
Rose (2005), the passivity of the children as referents: Sue assumed ownership of the artefacts, and 
authority over their arrangement.  Her story was reproduced in another arrangement, on the opposite 
side of the room, which included a photo of her extended family (Fig. 17b).  Sue conveyed the social 
function of this display in terms of trying to ‘make’ she and her household reconnect with her 
extended family after returning to the UK from Africa.  Neither of the photos in Figure 17 was 
actually captured in Africa, but their referents were literally framed by African culture. 
The ambient displays described here are seen to acknowledge and reinforce family relationships in 
the context of social viewing experiences at home by the household and its visitors.  It may be 
suggested that Yvonne, Kath and Sue ‘conventialise’, in Halabwachs’ words, the material culture at 
hand to inscribe a collective framework of family relationships.69 
In some cases, the curatorial narrative was directed across both ambient displays and album displays, 
the latter being shown to invited audiences, or drawn upon for reflection.  Hisako, of Household 
Eight, drew attention to a framed portrait of her deceased mother, displayed in the living room.  This 
                                         
69 See section 2.1.8. 
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photo was positioned for visual salience in the home’s displays and functioned to nurture the 
household’s Chinese cultural heritage.  Hisako’s daughter, Julie, drew attention to the portrait’s 
ambient presence in her account.  Accompanying the portrait was a photo album, comprising a ‘set’ 
of photos that captured a significant trip made by the household to Hong Kong.  This album 
apparently served a similar function to the portrait, but had material features that afforded a 
different kind of representation. The householders were captured alongside extended family 
members: “it was important to see them all in one thing”, Hisako explained, “one special album”.  
Significant here is that the album format afforded the display of these photos as part of interpersonal 
dialogical exchange: the album, with its sequential ordering of displays, supported storytelling in a 
way that required direct physical interaction with the artefact and, in turn, a more structured form 
of photo-talk, guided by turning the pages.  Hisako stressed the importance of viewing the album with 
her children to impress stories upon them about the Chinese relatives.  This is communicated in the 
following extract, in reference to Hisako’s father, now also deceased, and her daughter, Amy:  “she 
still remember(s) him, wearing Amy’s sunhat, sitting on the sand, on the beach - and then she looked 
back and said: "Goga's quite funny really, look: playing with us!"”.  Viewing the album with her 
mother helped Amy to nurture very early and fragile memories of her grandfather, brought to life 
through Hisako’s stories. 
The examples so far have shown how curators attribute salience, or greater ambient visibility, to 
certain representations over others.  The framing and juxtaposing of photos with other material 
culture accompanies the visual communication of representations.  The curatorial narrative is further 
directed by photo-talk around displays, including album displays.  
5.2.3 The Curator Reproduces The Familial 
The social constructs surrounding curation can now be considered in greater detail.  In reference to 
the propped-up ‘wedding photo’ above (Fig. 15), Yvonne described her adherence to what she 
assumed to be a normative photographic representation of family: “there are a number of photos of 
me displayed around the house, probably correct percentage amount (…) per person per family”. 
Yvonne's portrayal of her household conveyed the equal representation of members and 
‘togetherness’.  ‘Togetherness’, conveyed through the presence of referents, epitomises familial 
proximity, as explicated in Chapter Two.  For the purposes of this analysis, familiality describes the 
visuality of home mode communication practices (Chalfen, 1987).  Yvonne's account, along with 
others, illustrates how home curation may be aligned with the reproduction of ‘the familial’.  
Familiality was voiced strongly in Part Three, when, parents and teens engaged in a collaborative task 
to create a shared family portrait. This task invited them to collage together a ‘portrait of their 
family’ from their combined task responses.70  It was found that, across households, all participating 
parents endeavoured to demonstrate a sense of inclusiveness.  Jenny's account illustrates this well.  
In the following extract she refers to both her sons. 
Je:	   (I)	   couldn’t	   really	   put	   the	   one	   of	   me	   and	   David,	   when	   David's	   a	   baby,	   cause	   I	   haven’t	   got	   a	  
corresponding	  one	  of	  -­‐	  well	  I	  have	  in	  an	  album	  –	  [to	  Adam]	  of	  you	  when	  you	  were	  a	  baby,	  cause	  that	  
                                         
70 See Appendix C. 
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would	  make	  seven.	  	  So,	  I	  think	  it	  would	  be	  hard	  to	  make	  more	  than	  five	  with	  what	  we’ve	  got.	  
Here, Jenny focused on the equal inclusion of referents, rather than the capture event per se.  Kath's 
account, above, shows this visual balancing act in an ambient sense with the representation of family 
on the cabinet shelves.  Yvonne voiced something similar about her children-as-referents when talking 
about framing activities: “(t)here’ll be other ones that level the balance: like, I think, ‘Okay, I’ve 
chosen that one, but there’ll be other gorgeous ones of her”. 
The notion of reproducing familiality can be further illustrated with Yvonne’s response to the task to 
‘Bring me a photo that represents an ideal portrayal of family’. Yvonne showed two photos for the 
task, providing a rationale for the different representations they offered up. 
 
Figure 18: Yvonne presents two photos in response to task seven: (a) a ‘conventional’ photo; (b) a photo that 
‘shows love’ within the family ‘unit’. 
Yv:	   (O)ne	   [PPTH1_2_G_07a]	   is	  what	   I	   view	   as	   the	   conventional	   and,	  which	   is	   us	   all	   going	   out	   on	  
Safari,	  erm…	  	  And	  I	  thought	  that	  was	  -­‐	  that	  was	  -­‐	  neat	  to	  have	  -­‐	  showing	  us	  -­‐	  and	  showing	  us	  doing	  
something.	  	  So	  it’s	  a	  family	  doing	  something,	  together.	  	  Erm	  (...)	  I	  thought	  it	  was	  a	  very	  conventional	  
-­‐	   I	  mean	   it	   is	  almost	   like	   the	  group	   ‘family	  photo’	   in	   its	   (.)	  conventionality	  and	  so	   forth.	   	  But	   those	  
things,	   I	   think,	  are	  very	   important,	   like	   ‘the	  Christmas	  photo’	   that	  we	  all	  moan	  about	  and	  then	  we	  
look	  back	  and	  look	  at.	  A::nd,	  then	  this	  one	  [PPTH1_2_G_07b],	  because	  I	  just	  thought	  ‘that	  was	  family’,	  
and	  so	  that’s	  my	  other	  one.	   	  That’s	  Cat,	  (...)	  as	  a	   little	  cutie	  pie!	   	   [Smiles.]	   	  That’s	  my	  niece	  Simone,	  
that’s	  my	  nephew	  Mark	  and	  my	  nephew	  Guy,	  and	  …	  I	  just	  love	  (...),	  the	  casual	  affection,	  (...)	  and	  love	  
that’s	  all	  given.	  	  And	  it	  is,	  you	  know,	  it’s	  only	  necessarily	  there,	  but	  it’s	  between	  them	  all	  and	  its	  just	  
lovely.	  	  
R:	   Is	  this	  one	  [PPTH1_2_G_07b]	  on	  display?	  
Yv:	   That	   one	   is	   in	   an	   album	   -­‐	   it’s	   just	   in	   an	   album.	   	   But	   I’ve	   got	   other	   ones	   of	   them	   as	   groups,	  
possibly	  not	  just	  watching	  TV,	  erm...	   	  It’s	  almost	  -­‐	  that	  shows	  the	  love,	  but	  it	  probably	  -­‐	  I	  wouldn’t	  
put	  it	  in	  a	  frame.	  
R:	   Why	  not?	  
Yv:	   I	  dunno.	   	  I	  think	  I’d	  rather	  have	  (...)	  because	  none	  of	  them	  -­‐	  none	  of	  them	  -­‐	  none	  of	  them	  is	  a	  
particularly	  good	  photo.	  	  I	  know	  that	  the	  unit	  shows	  love	  (...)	  and	  that	  is	  what’s	  important,	  but	  it’s	  not	  
something	   that	  will	  become	  part	  of	  an	   interior	  decoration	   in	  a	   sense	   (...)	   and	   I	  can	  show	  (...)	   cute	  
ones...	  different	  things.	  	  I	  mean,	  in	  a	  way,	  the	  fact	  that	  it’s	  displayed	  in	  an	  album	  means	  that	  it’s	  (...)	  -­‐	  
you	  can	  refer	  to	  it,	  and	  (...)	  attend	  to	  it.	  
Yvonne described the kinds of visual content that she chose to give salience to in the home.  She 
differentiated between photos that were deemed suitable as part of ‘interior decoration’ (ambient 
display), versus those suitable for album display. The ‘safari photo’ (Fig. 18a) was deemed more 
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appropriate for framing as ‘interior decoration’ because, ‘importantly’, it had a communicable social 
narrative; it adhered to a familial convention to present the family engaged in leisure activities 
together (Slater, 1995).  The content of the album photo (Fig. 18b) was attributed no less personal 
significance, but didn’t reproduce conventionality in the same way.  It celebrated, rather, the 
peculiarities of inter-personal relationships and the “love, (…) casual affection” that characterised 
them. These features were important and “necessarily there”; and they were represented in albums, 
ready-to-hand, to be ‘attended to’ by the household and invited audiences.  But they were not 
suitable for ambient display. 
 
Figure 19: (a) An album photo, as Rosemary's response to task four; (b) Rosemary's response to task seven. 
A similar selection process was observed in Household Five.  Rosemary presented a photo at interview 
that was ordinarily kept in an album (Fig. 19a). 
Ro:	  I	  love	  that	  photo.	  …	  	  But	  it’s	  not	  a	  good	  enough	  composition	  for	  me:	  it’s	  too	  dark	  to	  actually	  (...)	  -­‐	  
to	  display	  anywhere.	   	  But	  I	   just	   love	  the	  photo(!),	  because	   it	   just,	   -­‐	   I	  suppose,	  you	  know,	  seeing	  the	  
two	   girls	   so	   obviously	   relating	   to	   each	   other	   there,	   I	   -­‐	   I	   just	   find	   that	   very,	   er,	   satisfying,	   really.	  	  
[Laughs.]	  …	  Yes,	  cause	  Claire	  was	  always	  very	  good	  with	  Kate	  and	  Kate's	  just	  looking	  so	  sort-­‐of:	  “my	  
heroine	  here!”,	  you	  know?	  	  [Laughs.]	  
The photo was significant for Rosemary for showing a strong bond between her two children that she 
found ‘very satisfying’.  But aesthetic considerations determined its album display.  In another 
instance, she presented ‘an ideal portrayal of her family’, which adhered to familial conventions but 
wasn’t on display, (Fig. 19b): “if it was closer and probably a better (...) photograph, (then) yes, I 
probably would (display it)”.  But “it’s just a snapshot”. Again, aesthetic considerations were 
determinant.  Rosemary’s talk became full of pauses as she tried to make sense of the photo’s 
treatment, which, upon reflection, she couldn’t rationalise. 
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Figure 20: Adam's response to task three (a) presented to the researcher with task card; (b) detail. 
Aesthetic considerations played into the social function of displays in other ways.  In Household 
Three, Jenny described her ‘mother’s duty’ to update displays of school photos.  Adam’s account 
extended this example with talk, less about the updating of school photos, and more about their 
removal and replacement.  In the following instance, he showed the researcher a school photo that 
he’d taken from the attic (Fig. 20). 
Ad:	   That’s,	   like,	   the	   only	   school	   photo	   I’ll	   probably	   ever	   like,	   (...)	   cause	   I’ve	   always	   hated	   school	  
photos,	  cause	  you	  have	  to	  do	  up	  your	   top	  button	  and	  everything,	   (.)	  but	   I	   look	  kinda	  smart	   in	   that	  
one.	  
R:	  Is	  that	  one	  on	  display?	  
Ad:	  No,	  that’s	  in	  a	  box,	  cause	  we	  have	  other	  school	  photos	  lying	  around	  on	  display.	  We	  update	  them	  
every	  year,	  so...	  That	  was	  a	  couple	  of	  years	  ago,	  so	  that’s	  gone	  in	  a	  box.	  
R:	  Ah,	  okay.	  	  Would	  you	  like	  that	  one	  to	  be	  on	  display?	  
Ad:	  I	  like	  that	  one,	  yeah!	  Cause	  I	  haven’t	  changed	  much	  since	  then	  -­‐	  well	  -­‐	  a	  bit	  (...)	  but	  it	  just	  kinda	  
looks	  right.	  It’s	  better	  than	  my	  -­‐	  the	  one	  that	  succeeded	  this	  one,	  cause	  I	  look	  like	  really	  weird	  in	  the	  
next	  one.	  
R:	  So	  when	  that	  one	  was	  put	  away	  in	  the	  box	  how	  did	  it	  make	  you	  feel?	  
Ad:	  Well	  I	  hoped	  it	  would	  be	  replaced	  by	  a	  better	  one	  and	  then	  it	  wasn’t	  a	  better	  one	  I	  just	  thought:	  
‘Oh!’	  and	  I	  just	  ignored	  it	  for	  a	  while.	  
Adam was resigned to observe a convention, even though observing it went against how he wished to 
be portrayed.  Many of the photos he showed at interview and dubbed significant were kept in the 
attic.  Adam imagined that they’d go back in the attic after the interview “cause there’s nowhere to 
put them”.  The replacement of this photo was prompted by the social contract that his household 
had with the wider school community; and, by updating the photo, Adam’s mother, Jenny, 
demonstrated participation in an intergroup network of social exchanges that were represented in 
and beyond the home.  This broader exchange is further illustrated with Kath’s account of school 
photos she received from extended family.  Also, Yvonne described taking photos at weddings to gift 
to others, and was in receipt of these gifts herself (e.g. Fig. 15). 
The curatorial narrative, or ‘collective voice’, was found to influence teenagers’ own use of photos in 
representation.  This reflects intergenerational dynamics relating to parental respect, and 
appreciation of the collective interests of the family.  Michelle echoed her mother’s curatorial 
narrative with the arrangement of displays on her bedroom wall; she had placed a Zimbabwean flag in 
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the centre of a photo collage.  By doing so, she communicated the central significance of her African 
identity.  The influence of the curatorial voice was further observed when Michelle was joined by her 
mother to describe the flag’s placement: it was Sue who emphasised its significance, not Michelle. 
In another example, Adam distinguished between photos deemed suitable for display in the communal 
spaces of the home versus those for display in his bedroom.  He explained why a photo capturing him 
on his own on a family holiday - one ‘which makes him feel inspired’, was displayed in his bedroom 
but not elsewhere: “cause we’ve got like albums of family photos, so (…) that one doesn’t really get 
to the top, (.) the family ones do”.  When asked if he thought it would ever be on home display he 
said: “(n)o, not really, no, (.) unless it was in my room, cause it’s of me”; adding: “the family ones 
would take priority around the house”.  Julie, of Household Eight, echoed Adam when referring to a 
collage of personal photos that was on display in her bedroom. 
Ju:	  I	  think	  the	  display	  of	  my	  photos:	  I	  don't	  think	  I'd	  put	  that	  in	  the	  house,	  (...)	  unless	  it	  was	  my	  own	  
house,	  I	  think.	  I	  don't	  know,	  It's	  kind-­‐of	  a	  -­‐	  what	  I'd	  do,	  d'ya	  know	  what	  I	  mean?	  	  It's	  quite	  tricky.	  	  It's	  
just	  feels	  a	  bit	  -­‐	  it's	  just	  my	  things	  there.	  	  Cause	  I	  like	  pictures	  where	  it	  can	  relate	  to	  everyone.	  
Adam and Julie were seen to recognise the function of ‘family portrayals’ in unifying and defining the 
collective voice of the household, and the appropriate placement of family photos in the home’s 
communal spaces. 
In sum, home curation involves attributing salience to photos that mediate familial conventions.  This 
was observed most clearly in participants’ responses to task seven: ‘bring me a photo that represents 
an ideal portrayal of family’. The visual content of ambient home displays was found to have 
‘remarkable consistency’ across households (Bourdieu, 1990). As well as reproducing the familial 
through their referents, such displays had to meet aesthetic criteria relating to image quality.  But 
these criteria were, at times, put aside to meet social conventions.  It was also found that, although 
they were made less visible in the ambient setting, curators attributed considerable significance to 
the content of albums and the occasions of their viewing. It follows from analysing these observations 
that the inherent significance of a photo doesn’t necessarily determine its salience as a home display. 
5.2.4 The Curator Reconstructs The Familial 
Across the households, home curation typically reproduced the familial.  However, in some cases, 
familiality was reconstructed, with curators explicitly and systematically resisting some of the 
associated conventions.  Jenny, Adam’s mother, described purposefully eschewing convention. 
Je:	  So	  its	  -­‐	  I	  know	  some	  families	  sort-­‐of	  have	  some	  pictures	  of	  all	  the	  family	  up	  –	  I	  know	  my	  mother-­‐
in-­‐law	  does	  -­‐	  she’s	  got	  pictures	  of	  every	  member	  of	  the	  family	  and	  renews	  them	  when	  anyone	  has	  a	  
later	  picture	  taken	  -­‐	  ‘Oh	  I	  must	  change	  the	  pictures	  cause	  I’ve	  got	  you	  all	  in	  my	  room	  at	  once’,	  but	  it’s	  
not	  quite	  what	  (.)	  we	  sort-­‐of	  do.	  
Somewhat ironically, Jenny’s account is at odds with Adam's account of his school photo, the latter 
revealing that there were complexities to Jenny's photo-handling that she did not describe at 
interview; one could speculate that, as a local school teacher herself, Jenny might have been more 
sensitised to observing expectations of Adam's school community than she was to other communities. 
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Figure 21: (a) Album of childhood photos that Lara borrowed from her mother; (b) Lara's response to task eight, 
taken from the album. 
The curator was found to have distinctly personal motivations for breaking with convention.  Lara, 
curator of Household Four, decided against the ambient display of any photos in her home.  She 
explained this as a deliberate ‘opting out’ of conventional practice.  In her reasoning, she made 
reference to a family photo album, borrowed from her mother and containing photos from her 
childhood (Fig. 21a).  This album reproduced familiality in the way Yvonne and Kath described, but, 
for Lara, also evoked negative feelings because it did not represent the reality of her family 
relationships.  Talking about a photo of her parents displayed in this album, she asserted: “they look 
so happy together and they’re really not happy”; the photo portrayed an image that was at odds 
with her ‘real’ experience of family.  This formed her response to task six – ‘a photo that surprises 
you’.  She pointed to another photo in the album in response to task eight – ‘a photo that makes you 
feel anger towards your family’, (Fig. 21b).  This photo shows Lara as a child with her siblings and 
parents.  
La:	  I	  don't	  know	  if	  it	  makes	  me	  feel	  angry(?).	  	  It's	  a	  bit	  saddening.	  	  I	  guess	  sadness	  has	  turned	  to	  anger.	  	  
It's	   just	   that,	   now	   [taps	   the	   photo],	   that	   couldn't	   happen,	   cause	   there	   are	   so	   many	   people	   not	  
speaking	  to	  each	  other,	  it's	  really,	  really	  nasty.	  	  My	  brother	  won't	  speak	  -­‐	  my	  dad	  won't	  speak	  to	  any	  
of	  my	  brothers	  and	  therefore	  my	  mum	  can't	  really	  speak	  to	  them	  and	  it's	  all	  very,	  very	  difficult.	  
By representing another historical time, the photo ‘framed’ an unsettling discrepancy between the 
familial and the real.  Lara returned to this photo later in her interview, saying that, for her, it 
epitomised ‘Family’. 
La:	  Family	  is,	  er,	  for	  me	  not	  about	  an	  ideal	  thing.	  	  Mine	  was	  not	  ideal	  at	  all.	  	  I	  guess	  family	  is	  about,	  
really,	  really,	  warts	  and	  all.	   	  I	  guess	  I	  accept	  that.	  	  I	  don't	  find	  it	  easy,	  but,	  yeah	  -­‐	  and	  all	  the	  hidden	  
stuff.	  
 ‘Family’ is about what the photo doesn’t show.  In her own home, Lara rejected what she viewed as 
a façade.  The household’s ‘family photos’ were either kept loose in boxes, or in albums.  In her task 
responses, Lara did not focus on family photos capturing her household together and described their 
scarcity: “I couldn’t remember having one of the four of us”; “so … I had to dig, thinking we didn’t 
have one”. This prompted the researcher ask her why there weren’t photos of ‘the four of us’ around 
the house. 
R:	  	  So,	  it’s	  just	  not	  something	  that	  you	  do?	  
La:	  	  No,	  I’m	  very	  –	  erm	  (.)	  I	  cleared	  it	  up.	  	  I	  used	  to	  have	  lots	  of	  photographs	  around	  the	  house	  and	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then	  I,	  erm,	  I	  -­‐	   I	   just	  took	  them	  down,	  again	  because	  I'd	  really	   like	  to	  change	  them	  more	  often	  and	  
then	  it's	  quite	  difficult	  -­‐	  well	  it's	  not	  difficult	  -­‐	  you	  can	  just	  take	  them	  out	  the	  frame,	  I	  guess,	  but	  it	  felt	  
like	  it	  was	  a	  big	  hassle	  to	  kind-­‐of	  change	  the	  photographs	  all	  the	  time.	  	  So,	  now	  I've	  gone	  completely	  
the	  other	  extreme,	  which	  isn't	  right,	  but	  I	  don't	  have	  any	  on	  display	  at	  all!	  
Lara accounted for the lack of displays in terms of curation being a ‘hassle’.  In the context of her 
other comments this is interpreted as a way for her to communicate that ‘family is more than what is 
shown in the images’.  Lara found it ‘difficult’ to respond to task twelve – ‘a home display that makes 
you feel part of your family’, because she finds that her ‘being part of her family’ is manifest in 
‘stuff’ that is “kind-of all over the house … everywhere”. Her displays of family life are not 
conceptualised as a façade, a construction, but rather ‘as they are’.  
The distinct lack of family photo displays in Lara's home was maintained contrary to the wishes of 
other householders, including her daughter, Caroline, who said: “I would like to have a lot more 
displays of photos around the house, but, like, it’s just never kind-of happened, really”.  In her 
personal task responses, Caroline provided an alternative portrait of her household.  Her ‘ideal 
portrayal of family’ was a photo that represented “the traditional family”: “the group thing, where 
everyone’s really close together, kind of shows, like, mental bonds as well as being physically 
together, erm, and all these photos are quite close, really”. In this instance, Caroline recreated the 
familial proximity rejected by her mother.  The case of Household Four demonstrates how the curator 
can powerfully enforce their voice on behalf of the family even if this breaks with convention.  Lara's 
account is a striking example of how one’s autobiography may be performed through material culture, 
a phenomenon that is to be explored further in the next section of the analysis. 
A broader observation is that, in the accounts, some family narratives were suppressed to promote 
familial narratives; and some familial narratives were suppressed to promote family narratives.  The 
relative dominance of narratives can be related to Hermans and Kempen’s’ (1993) work on dialogue 
and interactional dominance. 
5.2.5 The Curator Establishes Domestic Order 
By breaking with convention, Lara established a particular moral position on the meaning of family for 
her household.  Curatorial control was found to moral and ethical aspects to family life in specific 
ways; defining family relationships in the manner just described was found to establish the social and 
moral ordering of home, including power relations between parents and their teenagers.  
Familial conventions reinforce Anglo-American middle class family values.  In all of the households 
interviewed, mothers acknowledged their sense of moral obligation to be seen to engage with 
familiality.  Even Jenny, who claimed to resist convention, updates her sons’ school photos, whilst 
Lara pointed out that, despite rejecting the familial, her home is “not as it should be”. 
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Figure 22: (a) Yvonne’s response to task four; (b) Cat’s response to task eight. 
A curator’s moral persuasion may be guided by being seen to be a good parent. Yvonne described 
endeavours to convey moral family values through her displays.  Her response to task four – ‘a photo 
that you like but would never display’ – captures her youngest daughter, Marcia, partially naked (Fig. 
22a).  Yvonne ‘loves’ this photo but didn’t deem it suitable for ambient display:  “I have had naked 
photos of them up (…) erm, but I don’t think it’s terribly appropriate for them”.  Photos of her naked 
children may be ‘wonderful’, but she acknowledged social codes by which the function of the imagery 
may be misunderstood.  
Yv:	  I	  took	  these	  photos	  down,	  which	  I’m	  quite	  sure	  would’ve	  been	  reported,	  you	  know?	  	  If	  I’d	  been	  a	  
man	  picking	  them	  up	  from	  Boots,	  there	  would’ve	  been	  all	  sorts	  of	  questions	  and	  stuff	  that	  I	   find	  so	  
absurd.	  
Yvonne wants to be seen by others to manage representations in a socially acceptable manner.  
Photo-talk may be viewed as part of the job of impressing moral values upon children.  Yvonne didn’t 
think that Marcia would want her to display the photo: “who wants a photo of them in a shower cap 
anyway?”. Doing the task reminded her of past tensions and the need to reprimand her older 
daughter, Cat, for displaying particular photos to ‘torment’ Marcia: “I’ve had to say to Cat: ‘Uh Uh: 
that’s not appropriate to show your friends”. She reprimanded Cat again in the dyadic interview for 
suggesting Figure 15a for the family portrait. Yvonne referred to other photos in the same exercise to 
promote togetherness (e.g. Fig. 18).71 
Yv:	  [To	  Cat:]	  (I)t	  shows	  that	  you	  had	  fun	  and	  you	  liked	  being	  sisters	  together,	  at	  some	  stage.	  It	  may	  
not	  be	  every	  minute.	  You(!),	  (…)	  the	  person	  who	  was	  cuddling	  up	  to	  her	  last	  night,	  saying	  how	  cute	  
she	  was!(?)	  
                                         
71 Yvonne also corrects Cat for the way in which she describes Figure 18b to the researcher; Yvonne finds Cat’s use 
of the words ‘slouching’ and ‘lounging’ to misrepresent the family on social etiquette. 
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Figure 23: (a) Eric's response to task five; (b) Eric kept his task responses in the box that came with the study 
pack. 
Many of the participating teens acknowledged the curatorial activities of their parents and, in some 
cases – like Adam's account of the school photo, were found to internalise them (Harter, 1999).  But 
accounts also revealed that teens do not always recognise what is deemed by their parents to be 
appropriate to display to others.  This may be illustrated with Household Six.  In response to a task to 
provide a ‘provocative photo’, Eric, the only father participating in the study, showed the researcher 
a photo that he had retrieved from the attic; of himself and his wife Irene “joking about” when they 
were first married (Fig. 23a).  He admitted that, although the photo had great personal significance, 
he wouldn’t like to display it beyond his household because he considered it socially inappropriate to 
do so.  He was nervous about the home’s visitors looking through his task responses as he was 
compiling them, being sure to keep them covered from view in the box accompanying the study pack 
(Fig. 23b).  He was happy to share the ‘provocative photo’ with his household at interview.  Its 
display in the dyadic interview sparked a poignant discussion of past experiences with Eric and his 
daughter Emma.  In the course of this discussion, Eric decided that the household should jointly own 
personal photos like this one.  Later on, though, Emma expressed her desire to show this photo to her 
friends because, to her it showed “how fun-loving” her parents were.  She proposed taking ‘a photo 
of the photo’ using her camera-phone and posting the image online.  Eric expressed alarm at this 
proposition, the research context making visible to him a potential tension: he wanted his household 
to have shared ownership of his personal photos; yet he recognised his responsibilities for protecting 
an image of the household-at-large; it was not appropriate for this photo to be displayed beyond his 
household. 
Of importance here is not just that Emma's plans to display the photo conflicted with her father’s, 
but that she could not see how he might consider the content inappropriate for representing family to 
others.  Perhaps Emma was responding to the instance of her father showing this photo to the 
researcher, who is ‘an outsider’.  Nevertheless, she still misjudged his intentions.  Upon analysing 
these interactions, it seems that the selection of appropriate photos for family portrayals is 
necessarily enforced by parental sensibilities. 
Curation was also found to establish the decorative order of the home, which can greatly impact upon 
the form and arrangement of photos.  When Irene, Eric's wife and the curator of Household Six, 
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decided to ‘modernise’ the home’s décor, she took down all the wall-mounted photos in the home. 
The redecoration was comprehensive, as Emma, acknowledged when she invited her mother to join 
the interview: “(c)ause you re-decorated it all contemporary”; adding: “(e)verywhere in our house is 
like that”.  Irene then described historically coordinating the move, back and forth, of photo albums 
between the attic and the living rooms of the home as part of doing interior decoration.  
Framing activities form part of home decoration.  Sue described acquiring “the most beautiful silver 
frames from Africa, with animals cut out, and another “most beautiful frame” that her friend gave 
her, motivating her to plan for a display in her hallway. 
Su:	   I’d	   have	   a	   section	   –	   an	  area	   of	   a	  wall,	   I	   think	  …	   and	   just	   have	   it	  all	   covered,	   you	   know,	  with	  
photographs.	  	  More	  or	  less	  all	  in	  the	  sort	  of	  [raises	  voice]	  silver	  and	  wood.	  
The decorative form of the display is voiced over the photos’ content.  Similarly, Yvonne described 
how the decorative properties of a frame could determine – ‘prescribe’, even - the arrangement of 
photos at home. 
Yv:	  (Y)ou	  can	  be	  very	  brutal	  (.)	  when	  you’re	  fitting	  things	  to	  frames,	  when	  you’ve	  got	  a	  frame	  that’s	  a	  
lovely	  shape.	  	  I	  fall	  in	  love	  with	  frames.	  	  I	  collect	  enamel	  (.)	  and	  so	  –	  in	  a	  small	  way	  –	  and	  so,	  often,	  (.)	  
they’re	   antiques	   so	   that	   (.)	   prescribes	  what	   sized	   photo	   [laughs]!	   	   …	   So	   –	   so,	   it	   isn’t	   just	   (…),	   you	  
know,	  that	  –	  that	  –	  I	  –	  I	  think	  people	  think	  that	  you	  choose	  it	  –	  sometimes	  I	  don’t	  think	  you	  choose	  it	  
for	  the	  obvious	  reason	  (.)	  and	  that	  your	  cut-­‐out	  (.)	  has	  great	  meaning	  or	  something.	  	  [Smiles.]	  	  I	  don’t	  
think	  it	  always	  does.	  	  I	  think	  quite	  often	  it	  is	  just	  a	  ‘Right,	  I’ve	  got	  the	  chance	  I	  can	  do	  this	  –	  it	  will	  be	  
done	  and	  achieved.	  	  	  
Yvonne made sense of framing activities in terms of decorating and organising the home in general. 
In conclusion, home curation may be characterised in the following way.  The coordination of 
photographic presentations, and home displays more generally, is found to ‘unify’ the household, in 
terms of (i) its relationships (familial proximity) and (ii) its (symbolic) representation.  The mother is 
typically considered to be the arbiter, or ‘curator’ of these presentations, creating a collective voice 
for the household.  Somewhat inevitably, the curatorial representation of others reflected parental 
dominance over juniors; home curation is found to be part of the domestic order, with the curatorial 
role closely aligned with parenting, housekeeping and interior decoration.  Finally the voices of the 
household, and the collective voice of the household, are found to assume relatively dominant 
positions within the curator’s sense of self.  The teens were found to acknowledge and understand 
their parents’ curatorial authority. 
Central to this interpretation is that curated displays function to reproduce or reconstruct 'the 
familial' (Bourdieu, 1990). The curated image was found to be fragile, though, needing cultivation not 
just by the curator but also by the household-at-large.  In the next sections the teen voice is 
illuminated to show how curators’ representational practices, after Rose (2004) may offer comforts 
and constraints to the junior householders. 
5.3 Selfhood is Displayed through Photos 
Whereas home curation involves the activity of unifying portrayals of the household group, accounts 
also show how photo displays ‘unify’ personal aspects of selfhood.  The presentation of task responses 
at the personal interviews (Part Two) created the opportunity for participants to reflect upon their 
personal photographic experiences.  Accounts revealed that, in the familial-domestic setting, these 
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experiences had both a private and public dimension, the former recognised through self-reflection 
and self-evaluation and the latter through self-presentation.  The private-public dichotomy was made 
sense of in the analysis by conceptualising dialogical relations between intrapersonal and 
interpersonal voices. Accounts show how various ‘positions’ within the dialogical self may be 
empowered and disempowered by domestic photo displays, reflecting psychological functioning 
within intergenerational power relationships.   
The researcher drew from James’ (1890) original account of multiple selves (via Hermans (1996)) to 
address features of self expression that ‘shone through’ in analysis, namely participants’ sense of 
autonomy and autobiographical continuity.  In conceiving of ‘I’, James identified ‘continuity’, 
‘distinctiveness’, and ‘volition’ as central features of the subjective ‘self-as-knower’ that function to 
organise and interpret experience.  Distinctiveness and volition connect to Bakhtinian notions of 
uniqueness and agency, whilst continuity connects to Middleton and Brown’s (2005) interpretation of 
Bergsonism.  In analysis, the researcher conceptually associated volition and distinctiveness with 
autonomy and retained the themes of autonomy and continuity to structure the following set of 
findings. 
Note that, whereas parents’ accounts were ‘voiced’ more dominantly by the researcher in the 
previous section, teen accounts are voiced more dominantly in this section. 
5.3.1 Teens Express Autonomy 
A central phenomenon to emerge from the analysis is the expression of autonomy by all teenagers 
(teens) and some parents, too.72  Participants used photo displays to foster a sense of the self as 
being distinct from the household and operating independently of it; self-worth was enhanced 
through such displays.  The private or personal viewing of photos that were not on ambient display 
epitomised this form of expression, although there were exceptions. 
Central to the participating teens’ accounts was the personal significance of establishing their sense 
of self separately from their family. Photography was seen to support the movement towards 
autonomy because, in every case the exception of Emma, teens practiced photography with peers and 
independently of their family.  This was evidenced by the fact that, apart from one photo in Emma's 
task responses, none of the personal photos that the participating teens showed at interview captured 
‘family’, only themselves with their peers.  
Before setting out the findings, the meaning of ‘autonomy’ will be related to developmental 
literature on the dialogical self. Harter’s (1999) framework, concerning the consolidation of multiple 
selves, outlines a number of developmental dynamics characterised by integration73; in late 
adolescence, the teen increasingly integrates multiple and potentially contradictory voices into a 
coherent self-concept and this includes inter-relating multiple voices into higher-level abstractions.74  
Concerns in middle adolescence as to what is ‘the true self’ ease off in late adolescence as the ability 
                                         
72 Appendix G documents case by case observations of this phenomenon. 
73 See section 2.1.3. 
74 Harter has pointed out that, contrary to Piagetian thinking, the emergence of a coherent self-concept, as an 
indicator of a functioning self that has developed into adulthood, might not be realised until late adolescence. 
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to integrate improves: “potentially contradictory attributes are no longer described as characteristics 
in opposition to one another” (Harter 1999, 79); and there is a “tendency to normalise or find value 
in seeming inconsistency” (ibid, 81).   
With integration comes increased innovation and self-empowerment.  In Harter’s view, voices that 
have ‘social appeal’ become less salient as adolescence progresses and the teen becomes less 
concerned with the need to please others.  In parallel, voices that are based on personal lived 
experiences rather than the collective voices of others become increasingly salient (ibid, 79).  As they 
move towards adulthood, teens also become increasingly reflexive and preoccupied with ‘possible 
selves’ – with self-aspirations.  They are provided with greater opportunities to realise and live out 
these possible selves.  Another indication of maturity is adaptability; the teen understands that one 
has to be different in different contexts.  Harter dubs this a ‘differentiation process’, and it is 
exemplified by independence from their parents: “bids for autonomy from parents make it important 
to define oneself differently with peers in contrast to parents” (ibid, 62).  Referring back to James, 
Harter points out that “a critical developmental task, therefore, is the construction of multiple selves 
that will undoubtedly vary across different roles and relationships” (ibid, 60).  As they become more 
independent, the variety of relational contexts that the teen encounters increases, which adds to the 
challenge of being adaptable (ibid, 62).  Altogether, these dynamics contribute to a sense of 
enhanced self-worth, of purposeful action, and give teens a sense that they are empowered to be 
who they want to be. 
Photo displays are seen to mediate these dynamics and Harter’s account proved valuable to the 
researcher for interpreting the teen accounts using IPA; interpretative engagement produced 
understandings that resonated with Harter’s framework and the concepts of ‘integration’, ‘possible 
selves’ and ‘adaptability’, as expressions of teenage autonomy.  These will now be unpacked. 
 
 
Figure 24: (a) Michelle's bedroom door; (b) detail. 
Teenage bedrooms were recognised by the participants as sites where the notion of a coherent self-
concept could be forged, curatorially allocated to teens for their own expression.  Collages on 
bedroom walls, which incorporated photos, were presented to the researcher as meticulously crafted 
expressions of selfhood. The case of Michelle illustrates this (Fig. 24). 
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Mi:	  (On)	  the	  back	  of	  my	  door	  it’s	  like	  a	  collage	  of	  all	  my	  photos	  and	  little	  letters	  and	  (.)	  [sigh]	  stickers	  
and	  notes	  that,	  like,	  my	  friends	  and	  family	  have	  given	  me	  [smiles].	  	  Erm,	  and	  it’s	  like	  one	  big	  collage	  
of	  everything	  personal,	  cause	  I	  tend	  to	  be	  quite	  that	  sort	  of	  person,	  because	  I	  love	  to	  do	  art	  and	  stuff,	  
like,	  around	  my	  room	  there’s	   lots	  of	  collages	  and	  photos	  and	  -­‐	  and	  -­‐	   (.)	  and	  personal	   things	   to	  me,	  
even	  if	  it’s	  just	  like	  (.)	  a	  plectrum	  that	  my	  ex-­‐boyfriend	  gave	  me,	  it	  still	  brings	  back	  a	  memory,	  so	  (.)	  I	  -­‐	  
I	  tend	  to	  do	  that	  quite	  a	  lot.	  	  But	  photos	  are	  very	  important	  to	  me.	  
Michelle described demarcating a personal space for self-expression in her bedroom.  In-keeping with 
Harter’s conceptual framework, Michelle was found to succinctly paint a portrait of ‘the sort of 
person’ she ‘is’.  She presented herself as an artistic person, actively engaged in making things to 
express her creativity; she also conveyed a personal tendency to be sentimental, drawing attention to 
the significance placed upon her memorabilia to nurture acts of remembering.  She also presented 
herself as being sociable and family-orientated – family and friends were conspicuously included in 
her presentation.  Significant, in light of Harter’s framework, is that Michelle described her collages 
as a manifestation of her own experiences.  In the extract she is seen to draw upon these 
experiences, as opposed to others’, to represent herself. 
Michelle described, with considerable efficacy, that her collages were intended to produce a 
particular effect on their audiences.  In the dyadic interview, when the researcher invited Michelle 
and her mother to imagine a future fantasy display, Michelle distinguished the form of her display 
making from that of her mother. 
Mi:	  	  I	  would	  go	  more	  scatty,	  I	  think,	  to	  suit	  my	  personality.	   	  I’d	  go	  more,	  like,	   just	  –	  not	  necessarily	  
pictures	   just	   dotted	   everywhere,	   but	   done	   in	   a	  way	   to	   look	  messy	   and	   rushed,	   because,	   I	   think	   –	   I	  
dunno	  –	  it	  has	  more	  of	  an	  effect.	  
 
Figure 25: (a) Cat's bedroom wall display; (b) detail. 
The self-reflexivity demonstrated in producing ‘an effect’ was demonstrated by other teens.  Cat, of 
Household One, expressed something similar. 
R:	  And	  what’s	  the	  thing	  you	  like	  most	  about	  the	  display	  in	  your	  room?	  
Ca:	  Erm,	   (...)	   that	   it’s	   a	  mess(?)	   	   I	  don’t	  know.	   	   It’s	   like:	   if	   I	  put	   them	  all	  up,	   like,	   line,	   line,	   line,	   it	  
would	  look	  really	  dull,	  but	  everything’s	  sort-­‐of	  disorganised,	  so	  it’s	  got,	  like,	  theatre	  tickets	  -­‐	  loads	  of	  
theatre	  tickets	  in	  there,	  actually	  -­‐	  and	  cinema	  and	  (.)	  vague	  things	  that	  maybe	  I	  don’t	  have	  a	  photo	  of,	  
(...)	  but	  I	  have	  ‘that’	  and	  ‘that’;	  so,	  it’s	  like,	  random	  things	  that	  I	  like	  to	  have.	  
Across households, the teens consistently described attempts to compose bedroom displays that 
looked ‘messy’ and ‘disorganised’.  The materiality of their collages and the way in which 
memorabilia such as a plectrum or a theatre ticket was incorporated was integral to their meaning.  
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The apparently ‘random’ inclusion of media, in Cat's case, expressed a form of nonchalance or 
casualness.  But these self-presentations were not casual in construction, only in effect; they were 
carefully crafted. 
 
Figure 26: Responses to task one by: (a) Michelle, capturing herself in a school fashion show; & (b) Cat, captured 
riding an ostrich on a family holiday. 
The bedroom displays also invited reflection on possible selves.  Teens demonstrated reflexivity when 
talking about their aspirations for the future in relation to their current and past experiences.  For 
example, Michelle's artistic voice was nurtured by her talk around a photo that was framed on a chest 
of drawers in her bedroom (Fig. 26a).   
Mi:	   It’s	   a	   photo	   of	  me	   and	   a	   South	  African	   girl	   in	   a	  modelling	   show	   at	   our	   school	   and,	   erm,	   I	   feel	  
inspired	  by	  it	  because	  I	  love	  to	  model,	  [laughs]	  and	  the	  costume	  that	  I	  made	  [laughs]-­‐	  it’s	  made	  from	  
an	  ostrich	  egg	  [smiles]	  …	  and	  it	  just	  makes	  me	  think	  that	  I	  -­‐	  I	  love	  doing	  that	  -­‐	  that	  outfit	  and	  I	  love	  
doing	  textiles	  and	  it	  inspires	  me	  because	  I	  know	  that	  (.)	  when	  I’m	  older	  I’ll	  wanna	  be	  doing	  something	  
to	  do	  with	  art	  and	  it	  was	  really	  fun	  as	  well.	  
The photo not only celebrated an achievement but also invited Michelle to reflect on ‘possible 
selves’.  Its placement was key: “it’s on my chest of drawers, erm, I dunno, just so that I can just 
remember how much fun I had and so that I never forget that’s what I love to do”.  Michelle was seen 
to use the photo, along with the other displays in her bedroom, to focus her self-narrative on a 
domain in life that she performed well in, i.e. ‘art’. In Harter’s view, the ability to identify with a 
domain in which one feels competent signals maturity and positive self-functioning (Harter 1999, 85, 
165).  Michelle’s focus on possible selves gave her creative direction and agency.  Another of Cat's 
bedroom displays served a similar function (Fig. 26b). 
	  Ca:	   It’s	   sort-­‐of	   like	   a	   very	   powerful	   thing.	   It’s	   like:	   ‘I	   can	   do	   ‘whatever’,	   no	  matter	   how	   bizarre	   it	  
might	  be!	  [Laughs.]”	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Figure 27: (a) Photo capturing Emma receiving a trophy for a sports achievement; (b) close up. 
As with Michelle and Cat, Emma’s bedroom displays served as motivational tools.  As previously 
outlined, Emma had aspirations to be a professional sportswoman and expressed this future self 
through photos printed from her laptop.  A photo capturing her receiving a trophy ‘made her feel 
inspired’. 
	  It	  was	  on	  the	  computer,	  but	  I’ve	  got	  -­‐	  I’ve	  got	  it	  on	  display	  in	  my	  bedroom,	  cause	  I	  love	  it.	  …	  	  It’s	  on	  
my	  -­‐	  on	  my	  desk,	  so	  I	  can	  see	  it	  when	  I	  work	  and	  stuff.	  
The visual, situated presence of these photos (Fig. 27) was found to inform self-evaluations in a 
positive way. 
These expressions of agency are, according to Harter, attributed to reductions in ‘discrepancy’ 
between different aspects of self, “between one’s aspirations and one’s successes” (84).  In the case 
of Michelle, Cat and Emma, the photos displayed ambiently and prominently in their bedrooms 
provided ‘evidence’ of achievements in particular domains.  Photos also helped the teens make sense 
of past self-conceptions, including potentially negative experiences. 
Ca:	  Yeah,	  (.)	  erm	  (...).	  I	  don’t	  know	  -­‐	  it’s	  sort-­‐of	  -­‐	  (...)	  they	  (.)	  jolt	  back	  memories,	  cause	  all	  these,	  (...)	  I	  
think,	  have	   like	  decent	   stories	  attached	   to	   them,	  which,	   (...)	   I	   like	   thinking	  of.	   	   So,	  when	   I	   look	  at	  
them,	  (.)	  it	  sorta	  makes	  me:	  ‘Oh	  yeah!’	  and	  there’s	  an	  emotion	  attached	  to	  that	  and	  it	  like	  makes	  me	  
happy	  and	  ‘Why	  did	  I	  do	  that?’,	  or	  ‘That	  was	  so	  stupid!’,	  or	  whatever.	  
Through a pragmatic-dialogical lens, photo displays helped a coherent self-narrative emerge because 
they enabled the teens to make sense of the relationships between different intrapersonal voices, 
including past selves, selves and the voices of others. 
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5.3.2 Teen Express Social Selves 
 
Figure 28: (a) Emma's ‘photogenic photo’; (b) Detail of Emma's bedroom display, incorporating medals awarded for 
performance in sports. 
The reflexivity shown in these accounts had a social dimension.  In some cases this concerned 
‘evidencing’ achievements to promote social desirability, as seen with Cat’s account of Figure 26b: “I 
wanted to prove to a friend that I’d done it”.  In other cases, the photo was integral to dialogical 
exchanges been teens and their peers.  In contrast to Cat, Emma described her reticence to display 
photos capturing her by herself, due to concerns for personal modesty.  However, she displayed one 
photo - her response to task three - in her bedroom because her friends had complemented her on it 
(Fig. 28a): “my friends said I looked really nice and I said: ‘Ah, thank you!’ and sort of made me 
think: (.) “I quite like it!”” It was deemed significant that the photo was captured and gifted to 
Emma by a friend and had social value to those within her peer group participating in the sport 
domain that the photo referenced.  The photo’s value was further enhanced by its display alongside 
medals won in this domain (Fig. 28b).  
The teenagers also demonstrated the ability to present themselves differently in different domains 
and to different audiences.  After Harter, this adaptability was interpreted as a feature of self-
development, a sign of maturity, of the teens recognising “that it is desirable to be different across 
relational contexts” (Harter 1999, 81). 
R:	  If	  you	  were	  able	  to	  display	  any	  of	  your	  photos,	  where	  would	  you	  want	  to	  display	  them?	  
Ca:	  Well,	  there’	  probably	  two	  different	  sorts	  of	  photos:	  there’s,	  like,	  the	  one’s	  that	  you	  want	  to	  look	  
at,	  and	  the	  ones	  you	  want	  other	  people	  to	  see.	  …	  	  I’d	  probably	  keep	  that	  in	  my	  room	  -­‐	  number	  ten,	  
cause	  I	  like	  seeing	  that	  myself	  and	  I	  don’t	  really	  mind	  if	  people	  see	  it.	  	  But	  say	  number	  three:	  I	  think	  I	  
look	  pretty	  good	  in	  that	  one,	  so	  I	  wouldn’t	  mind	  other	  people	  seeing	  that	  one,	  [laughs].	  
As well as identifying display sites in the home that enable presentations to different audiences, the 
teens acknowledged the dominance of certain ‘selves’ in certain contexts.  Teens didn’t want to 
share some of the photos presented in Part Two with their parents in the dyadic interviews, for 
example.  
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
5. STUDY ONE: PART II  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
122 
 
Figure 29: Video stills of Adam’s bedroom wall, capturing: (a) His favourite home display; (b) Detail of display 
including ‘gun photo’. 
Another feature of adaptability is the ability to take on ‘selves’ for particular effect (Harter 1999, 
85).  Adam showed the researcher a photo in response to a task to present 'a provocative photo’75 
(Fig. 29a).  It depicts him holding a gun at an Army Open Day and was captured by a friend: " we all 
went there, four of five of us, cause some of my mates are in the cadets and they go every year (.) 
and I went with them".   Though printed for interview, it was also displayed on Adam's bedroom wall 
at the same time (Fig. 29b).  
The context of capture was centrally significant to the photo's display: the purpose of the open day 
was to encourage Adam and his friends to speculate on possible futures in the Army; Adam was 
captured in 'role-play', holding a gun and entertaining the possibility of being a 'London soldier'; Adam 
and his friends reasoned, with much humour, about the huge discrepancy between this 'possibility' 
and their real potential: “everyone’s having a laugh, everyone’s holding a gun – so we were laughing 
at each other, pointing at each other”.  Here, Adam’s talk conveys a sense of mutual self-awareness 
between him and his peers and, importantly, insight, about how possible and ideal selves could be 
entertained by each of them.  This insight includes a sense of self-limitations, the boys' pursuit of 
particular future selves over others, and the placing of value in some 'selves' over others. 
The photo was displayed for humorous effect; humour was located in the impossibility of realising the 
self that is depicted in the photo: “(b)ecause, you know, gun equals aggressive”; “it’s just funny – 
like me holding a gun”; “It’s unrealistic but it’s there”.  By stepping into the role of a 'London soldier' 
and associating this role with aggression, Adam showed a self-awareness about who he really is, that 
is, 'self-as-not-aggressive'.  Central to the display’s meaning was its intended audience, which was 
Adam and his friends who 'hang out' in his bedroom to socialise: “We always laugh at it when we see it 
[smiles]; I'm not the most aggressive person yet I've got a gun in that photo”.  So, the nature of the 
display nurtured the dialogue between Adam and his friends that the photo mediates.  It is significant 
that a friend took the photo and its display reinforces Adam's identity as part of his peer group.  
Indeed, all the interplay between the ‘possible selves’ was not lost on Adam's friends; on the 
contrary, they were party to the photo's creation and the composition of the 'impossible' identity.  
                                         
75 Adam considered this montage to be his favourite home display. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
5. STUDY ONE: PART II  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
123 
Hence, the teens’ photo-talk across accounts portrayed a sense of self defined by peer relations as 
well as by household relations.  Photo displays reflected oneself with friends versus oneself with 
parents.  Home computing supported this separation.  Michelle, Caroline, Kate and Emma had 
personal laptop computers so that, even if they used parents’ cameras, they could download photos 
for exclusive personal use.  All the teens described using a computer at home to connect to web 
platforms.76  With this technology, they could connect out of the home's physical environs to make 
social exchanges beyond the curatorial sphere and outside of parental control.  This phenomenon will 
be discussed more thoroughly in the next section; here the focus is on the use of online social 
networking to support bids for autonomy.   
 
 
Figure 30: Self-portrait photos captured at home for online social networking profiles by: (a) Michelle & (b) Cat.  
Social network sites encouraged teens to develop personal profiles that incorporate photos.  This was 
seen to fuel the construction of a self-narrative fashioned for a particular audience. Michelle 
described her use of MySpace77 as her “own thing” independent from her family.  In response to task 
five, Michelle showed the researcher her ‘profile photo’ on her MySpace page, pointing out that this 
would not be shown around her home (Fig. 30a):  “It’s just like a photo for me that expresses lots of 
personal things”.  She demonstrated an understanding of how she should position herself for her 
MySpace profile, and imagined her audience: “it’s kind-of-like a serious photo [smiles] and also, in a 
way, quite sexy (.) and maybe for guys it would be a mixed, erm … a mixed (.) feeling, really”. 
Michelle described taking ‘pose-y’ photographic self-portraits with mind to using them online; she 
described “playing around with the camera and editing”, and scrapbooking portraits.  This was 
interpreted as a way of exploring possible selves through photography.  Cat, Kate, Caroline and Emma 
also mentioned their use of MySpace, alongside Facebook78, Bebo79 and Photobucket80, as online 
platforms for their personal expression. Figure 30b depicts a self-portrait captured by Cat using her 
mum's camera-phone, for her Facebook profile page. 
Social network sites were found to support and encourage the creation of coherent self-narratives, as 
                                         
76 Although Cat didn’t have Internet access from her laptop, only the family computer. 
77 http://www.myspace.com.  Accessed 04. 05. 10. 
78 http://www.facebook.com. Accessed 04. 05. 10. 
79 http://www.bebo.com. Accessed 04. 05. 10. 
80 http://www.photobucket.com. Accessed 04. 05. 10. 
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‘profile’ pages, for target audiences.  Significant here is that the online teen portrayals differed 
considerably from those portrayed to parents, at home, and were forged in dialogical relations with 
peers, and others, including imaginary others.  As well as self-presentation, these sites supported the 
use of photos in social exchanges, including gift giving.  The nature of these exchanges is discussed in 
a later section, but suffice to say here that they were established independently of family and the 
household. 
5.3.3 Dyads Express Autobiographical Continuity 
A central feature of both parents’ and teens’ accounts was the use of photos to make sense of past 
and present self-conceptions.  This phenomenon was defined by the researcher as Autobiographical 
Continuity, and characterised as (i) the individual representing the constancy of interpersonal 
relationships and (ii) representing purposeful links between past and present selves.  It was 
interpreted in relation to the ‘continuity’ that James’ observed as an integral feature of the self and 
in light of Middleton and Brown’s elaborations of Bergsonism.  It also relates to Bruner’s observations 
concerning the use of autobiographical narrative in meaning making (Bruner 1990). 
 
Figure 31: Childhood photos that communicate comparisons between a past and present self by: (a) Kate & (b) 
Caroline.  
The teens placed considerable value on family photos capturing them as children, for prompting acts 
of reminiscence.  All the teens romanticised their childhood in photo-talk prompted most often by 
task number nine: ‘bring me a photo that makes you feel old’.  In Julie’s words: “I just love those 
days”.  Five out of the eight teens used the word “carefree” to characterise childhood, and all 
presented their past selves in terms of a relative lack of responsibility.  Kate’s account of Figure 31a 
illustrates this: “what I’m doing now, like my Maths coursework, … makes me feel really old, 
compared to, like, Nursery, where you’re just, like, messing around (.) and it’s all quite easy”.  For 
Caroline, a given childhood photo also evoked a sense of loss (Fig. 31b).  Her encounter with it 
prompted, in Bergsonian terms, a ‘leap back into duration’ and the actualisation of memory; but her 
engagement with the capture event felt very tenuous and distant: “I'm not sure how old I am there, 
but it just makes me feel, like: 'All those days are gone!' kind of thing … not cute any more”.  In all 
these cases, and whether or not they evoked positive or mixed emotions, childhood photos were 
considered by the teens to be treasured artefacts. 
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Figure 32: Childhood photos in (a) PPTH3 & (b) PPTH4 that communicate summative representations of (a) Family 
members & (b) Typical family events. 
Childhood photos were also valued for being summative of the way people ‘are’, of the constant 
features of self and family.  Both parents and teens expressed this.  Jenny showed a family photo 
capturing the household when her sons were younger (Fig. 32a): “it sums up the family”; “David's 
always needed his sleep, but Adam's a night owl”; “it sort of sums up how they still are as well”; 
“from young to old”.  Adam's account of this photo, also included in his task responses, suggested 
something similar: the content represented an archetypical event, rendering it highly significant to 
him: “I thought of this sort-of image in my head - I didn’t get this photo in my head but - it’s like 
little family cuddled together quite young, just  - you’re always with the family when you’re 
young”.81 
As well as evoking summations of people, photos evoked generic associations of typical events.  For 
teens, these were events from their childhood.  Caroline described how she chose a photo ‘that 
makes her feel young’ (Fig. 32b). 
R:	  	  Did	  you	  think	  of	  that	  photo?	  =	  
Ca:	   	  =	  Actually,	  well,	  not	  that	  particular	  photo,	  but	  there	  are	  a	   lot	  of	  photos	  of	  me	  and	  Meg	  in	  the	  
bath	  doing	  silly	  things	  and	  that	  -­‐	  	  I	  mean	  -­‐	  made	  me	  think	  of	  that:	  'Got	  to	  find	  a	  silly	  photo!',	  [laughs]	  
cause	  I'm	  always	  taking	  silly	  photos	  now.	  
At interview, this photo served as a means for Caroline to present a coherent self-narrative linking 
her past to her present.  Later, in the dyadic interview, Lara tapped the photo that her daughter 
brought to the table and echoed her sentiments: “I remember lots of these bath times, and (.) silly 
times”.82  Both photos in these two examples were taken out of storage as participants looked for a 
particular ‘kind’ of photo; both, when rediscovered, were advocated for home display, because they 
were deemed significant by all.  
Emma described the value of a photo capturing the household in ‘Bluebell Woods’ when she was a 
baby.  Until recently removed, it was displayed prominently as a wall-mounted frame in the hallway 
for the duration of her childhood. The photo’s significance for Emma stemmed partly from its 
                                         
81 The difference between Jenny and Adam's accounts is that, in the latter, Adam points to how he used to be 
rather than how he still is.  He later dubs his referent in this photo ‘little high-five man’. 
82 Note that Lara isn’t privy to Caroline's comments above as they were given in her individual interview, yet she 
also uses the word ‘silly’, indicating a something of a shared, family narrative around the photo. 
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capturing a typical event of her childhood - “I remember it: we always used to go together”, and 
partly from its familiarity as a salient display.  For Emma, the photo’s familiarity was inseparable 
from remembering the experience.  When her mother, Irene, re-decorated their home, she removed 
this photo from display.  At interview, Emma expressed a desire to return it to its’ original site and 
lamented its current status in a drawer; “but it will go in my room now, cause I love it”.  She 
explained why the photo’s display was meaningful to her: “it’s nice to remember what we were like 
when we were little and (.) I think it’s quite fun to have a picture of when we were young and (.) – 
not saying that they’re old [laughs] but when we were younger”; “that’s us – us as a young family, 
growing up and (.) we look so happy and stuff, it just shows how we grew up as a happy family”.  
When the researcher invited Emma to use her task responses to create a self-narrative, she 
juxtaposed this photo with a recent photo – ‘her ‘ideal portrayal of family’ - also capturing the family 
together.  For Emma’s, the spatial juxtaposition showed “how we’ve grown from this picture (task 
nine) to this picture (task seven)”.  When asked to choose one photo to keep and display out of all her 
responses, Emma chose this ‘Bluebell Woods photo’ as her most cherished. 
Remembering childhood through photos was found to be important to the teens for establishing 
continuity between the past and the present; childhood photos were deemed highly significant 
artefacts that teens wanted to protect and cherish.  This was fore grounded in responses to the task 
‘bring me a photographic that makes you feel young’ (task nine).  Emma described feeling panicked 
doing the tasks and was looking for “this particular photo” (The Bluebell Woods photo) and couldn’t, 
at first, find it; “I was so happy cause I thought we’d lost it”.  All exclaimed at the prospect of 
destroying any of these photos; in Adam’s words: “I could never destroy a photo!”. In the examples 
just given (from Households Six, Three and Four), the materiality of photos was found to determine 
the persistence of their content, and, in some cases, the persistence of their display.  In turn, this 
seemed key to determining their significance for both parents and teens.  
For all the teens, the making of home displays showed the constancy of the parent-child relationship 
in terms of parental protection, support and family stability.  The displays’ material permanence or 
stability constituted acts by which parental love was demonstrated as present and constant.  Parents 
were sympathetic to this, as Yvonne articulated poignantly: “I think it’s important they should know 
that they’re constant, so it’s sort-of that benign love”.  In her individual interview, Cat described a 
photo-cube on her father’s desk in his home study. 
(T)hat	  one’s	  [number	  twelve]	  a	  cube,	  in	  actually	  in	  my	  daddy’s	  (.)	  study,	  (.)	  and,	  erm	  (...)	  it’s	  got,	  like,	  
equal	  number	  of	  photos	  of	  everyone	  (.)	  and	  it’s	  like	  got	  the	  whole	  family	  on	  it	  and	  it’s	  really	  cool	  (...)	  
and	  (...)	  that	  just	  (.)	  makes	  me	  feel	  like	  I’m	  one	  (.)	  part	  of	  the	  grand	  cube	  of	  my	  family!	  	  	  Sort-­‐of	  deep	  
thing	  [laughs].	  
The placing of the photo in the cube by her father, and his placing of the cube on his desk, was 
central to the photo's meaning for Cat: “ I just really like that one (the cube), but - because someone 
else has made it, (.) it more feels like ‘Oh, they’ve put me in because (...) they like me, not because 
(.) I’ve made it myself’”.  The meaning of the photo was as much located in the visual image as in the 
embodied performance of its handling.  It was important for Cat to feel loved by her family and photo 
displays were performative demonstrations of this love.  Emma and Eric also acknowledged this during 
their dyadic interview. 
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Er:	  We’ve	  got	  pictures	  of	  our	  family	  up	  in	  our	  bedroom.	  	  [To	  Emma:]	  I’ve	  got	  three	  favourite	  pictures	  
of	  you	  guys	  in	  the	  bedroom,	  haven’t	  I?	  
Em:	  Oh,	  he	  loves	  us	  so	  much	  [laughs]!	  
The meaning behind Eric's display was mutually understood in terms of paternal love.  This 
phenomenon extended to home displays in general. In Household Two, Michelle expressed her 
appreciation of a sculpture as a symbol of constancy: “it’s a statue so it never changes, and it just 
reminds me of my dad, how he – he never changes”.  The display of childhood family photos to teens 
in their family homes was found to enhance their self-worth by engaging their personal history and, in 
particular, reproducing the constancy of self-other relations in the context of the household 
relationships.  
5.3.4 Family is Part of Self 
It has been observed that family photo displays positively shaped participants’ sense of self.  This 
section sets out a complementary finding, that parents’ and teens’ personal narratives were defined 
by being a family member.  Whilst the ‘collective voice’ of the family was heard through the curator, 
the junior household members also spoke the collective, curatorial voice. 
Establishing oneself as part of the family may be understood in terms of finding affinity with the 
other members. According to Bakhtinian theory, this dialogical understanding fosters self-worth as 
well as the further development of the self.  As touched on above, achieving dialogical understanding 
is also about positioning one’s voice in relation to others and, in plain terms, feeling that ‘I fit in’, ‘I 
make sense to others’.  In the context of family, this could mean feeling connected by defining a role 
that is mutually understood within the household and beyond, that is, within the wider social 
community.  In this respect, to present oneself as ‘part of the family’ may involve the reproduction of 
archetypal familial relationships.   
For the participating parents, self-presentations were directed by their curatorial responsibilities 
outlined in section 5.3.1.  As described above, being a good curator was also about being (seen to be) 
a good parent, housekeeper, and so on. The way in which family photos empowered the personal 
narrative of the curator has already been discussed; and with the possible exception of Lara, the 
parents participating in the study were centrally interested in representing themselves as part of 
their household, and their extended family.  Their accounts were aligned with those reported by 
Rose, and evoked phenomena relating to familial proximity and motherhood that were discussed in 
section 2.3.6. 
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Figure 33: ‘Mum and the four girls’ represented in (a) A sculpture in the hallway & (b) A photo on Michelle's 
bedroom wall.  
Teens expressed the significance of displays that made them feel like a valued part of their family.  
Such displays made them feel loved by their parents.  Cat eloquently expressed this when presenting 
the ‘photo cube’ to the researcher: “it just (.) makes me feel like I’m one (.) part of the grand	  cube 
of my family”.  Michael valued his inclusion in Kath's photo-cabinet: “cause you’re one, big family”.83  
Michelle expressed something similar. 
Mi:	  We’ve	  got	  this	  African	  woodcarving	  and	  it’s,	  (.)	  erm	  -­‐	  you’ll	  have	  to	  go	  and	  see	  it,	  but	  it’s	  a	  figure	  
of	  a	  -­‐	  a	  mum	  with	  four,	  like,	  four	  children.	  	  And	  it’s	  my	  favourite	  -­‐	  it	  makes	  me	  feel	  part	  of	  my	  family	  
cause	  we	  bought	  it	  (.)	  and	  it’s	  my	  mum	  and	  us	  four	  girls	  (...)	  and	  we’re	  all	  holding	  hands	  and,	  yeah,	  it	  
makes	  me	  feel	  so	  much	  part	  of	  my	   family	  because	   I	  know	  that,	  you	  know,	  we	  all	  play	  a	  part	   in	  our	  
family	  and	  I	  know	  that...	   if	   I	  wasn’t	  there,	  then	  it	  would	  just	  be	  three	  girls,	  and	  it’s	   just	   like	  -­‐	   it	   just	  
makes	  me	  feel	  -­‐	  appreciate	  that	  I’m	  in	  a	  stable	  family,	  and	  that	  my	  family	  loves	  me	  and	  stuff.	  
The African wood-carving (Fig. 33a) ambiently conveyed the role that Michelle played within her 
household, making manifest the sense that she played a part its stability: “it’s always been my mum 
and her four girls”; “if I wasn’t there, then it would just be three girls”. This visualisation of ‘my 
mum and her four girls’ was echoed through surrounding photographic arrangements as part of a 
curatorial narrative for visitors, which Michelle said she enjoyed telling.  At interview, she 
reproduced the image of ‘mum and her four girls’ when presenting many of her task responses, 
pointing to photos’ content and composition (e.g. Fig. 33b): “it’s always been us girls, you know, like 
my mum and her four girls and we’ve always got on so well”.  As well expressing feelings of being 
loved, Michelle used the home displays to show love for her family, and her sense of family 
membership.  It was significant to her that the carving was visible and accessible to visitors: “people 
can see it and then they can ask questions (.) and then we can share a bit about our life (.) and what 
the statue means to us”. 
                                         
83 See section 5.2.2. 
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Figure 34: (a) ‘Bluebell Woods’ photo, capturing Emma with her household; (b) Recent family photo, captured by 
Emma. Figure 34b is the only family photo in the data that has been captured by a teen. 
Emma, of Household Six, echoed Michelle’s words, making further reference to the ‘Bluebell Woods 
photo’ (Fig. 33a), and why she’d like to return it back to display. 
(B)ecause	  when	  people	  walk	  in,	  (.)	  it’ll	  be	  one	  of	  the	  first	  -­‐	  cause	  we,	  like,	  have	  a	  few	  pictures	  in	  the	  
hallway	   -­‐	   it’ll	   be	   one	   of	   the	   first	   pictures	   they’ll	   see	   -­‐	   what	   we	   were	   like	   [laughs]	   when	   we	   were	  
younger,	  and	  (...)	  -­‐	  so	  a	  place	  that	  everyone	  would	  see,	  you	  know(?),	  even	  when	  we’re	  walking	  in	  and	  
out	  of	  the	  house,	  and	  (.)	  if	  any	  of	  our	  friends	  come	  round	  they	  can	  still	  see	  it.	  
Emma wanted the opportunity to her show her friends the photo.  Elsewhere she described sending 
her friends photos of her with her family, via Internet exchange, as in reference to Figure 33b84: “I 
mean I send my friends who know my family quite well I send that - I would send that picture to cause 
they know my family and stuff like that”.  A number of teens were explicit in presenting themselves 
as family-orientated.  This was most visible in the Part Two interview when the researcher asked 
them to first create a self-narrative from the photos they brought to discuss, and next to create a 
second narrative that expressed the meaning of family.  In every case, the teens included family 
photos - and, in some cases, photos of their parents - in their self-narrative (as well as their family 
narrative).  Demonstrations of love for family were clearly articulated whilst teens arranged the 
photos for the researcher.  For instance, Michelle said: “I’m a person who will always put family 
before anything”. Cat said: “family is very important to me”. Emma said: “it just shows how much I 
love my family”. 
5.3.4 A Conflicted Self is Expressed 
In some accounts ,the relationship between past, present and future selves, between ‘who I used to 
be’, ‘who I am’ and ‘who I want to be’, was experienced as problematic or difficult.  The study was 
designed to try to make visible the handling of photos that were not ordinarily presented to others, 
and to invite discussion about photos that had negative connotations, that mediated negative self-
evaluations, or caused a sense of conflict within the self.  In Harter’s view, the perceived inability to 
resolve the discrepancy between multiple selves may lead to a crisis over which selves are to be 
identified with, resulting in a ‘cacophony of voices’ (Harter 1999, 236). This is typically provoked by 
attempts to gain social acceptance.  In DST, this crisis would be represented by a lack of dialogical 
                                         
84 This is Emma’s response to task number seven, and shows ‘an ideal portrayal of family’. 
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understanding between I-positions, and the notion of a ‘fragmenting self’. 
In teen accounts, a sense of conflict within the self was most often expressed in relation to body 
image mediated by photos.  Kate was the most shy and tentative of all the teens, and the least 
outspoken, hence her ‘voice’ has been relatively quiet in the researcher’s account so far.  At 
interview, she was preoccupied with her body image as it was captured in photos, and this directed 
her handling of them.  For example, describing a photo from a school trip she said: “I look hideous in 
it, so I wouldn’t display it”.  She compared this to another photo capturing her body as she wanted it 
to be seen; she explained that this photo was a motivational tool to change herself: “I used to have a 
good body; I’d like to work out to get (.) back to that good shape”. The expressed discrepancy 
between the two images served to lower her self-worth.  Michelle, Michael, Cat, Adam and Julie 
expressed similar concerns with body image, to varying extents. This concern could be voiced in 
relation to the home’s curated displays; in these cases, the mother’s curation had a negative effect 
on their self-worth because it would include photos deemed by the teens to be un-photogenic.85 
A conflicted self was observed most frequently in curatorial accounts. It became apparent that 
participating parents expressed relatively more feelings of conflict in their photo-talk than their 
teens did, (perhaps related to their feeling that they could speak candidly and (after Harter) were 
less concerned with ‘pleasing others’).  This was most visible in responses to task eight: ‘bring me a 
photo that makes you feel anger towards your family’. Rosemary showed a photo representing the 
impact of a divorce within her extended family.  She compared her response to this task with Kate’s: 
“I think Kate couldn’t really find a photo – it (the divorce) doesn’t affect her in the same way”; she 
further highlighted that adults have longer and inevitably more complex personal histories that 
include negative experiences. 
 
Figure 35: (a) Lara's wedding photo; (b) boxes storing all Lara's family photos on top of a wall unit in the living 
(dining) room. 
Lara’s personal narrative has been introduced above in section 5.1.3 in relation to home curation.  
She spoke of eschewing familial portrayals and had no photos on display in her home.  Her account 
may be reengaged here to discuss discrepancies within the self-concept that result in a ‘loss of 
                                         
85 The Household One accounts illustrate this phenomenon, with Yvonne including photos of Cat. 
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voice’.  In the following excerpt, Lara accounted for not displaying her wedding photo (Fig. 35a)86: “it 
just reminds me of that [spoken quickly] odd thing, you know - you go through other times in your life 
as well when you do things and feel very uncomfortable doing them, but you have to, cause that's 
what you're expected to do”.  Lara described a time in her early adulthood when she experienced a 
‘lack of authenticity’ in herself and felt obliged be someone she didn’t want to be.  Her wedding 
ritual epitomised this.  Photography was integral to the wedding ritual, so the photo of Figure 35a 
epitomised and perpetuated the presence of a past self that Lara didn’t want to engage with.   
R:	  	  Are	  there	  any	  photos	  that	  you’d	  like	  to	  destroy	  out	  of	  the	  ones’	  you’ve	  picked?	  
La:	   (A)	  part	  of	  me	  wants	   to	  get	  rid	  of	   that.	   	   I’m	  not	   that	  person	  now	  (…)	  and	  we’re	  not	   that	  couple	  
now.	  	  It’s	  just	  difficult.	  	  I	  guess	  there’s	  a	  bit	  of	  me	  that	  wants	  to	  get	  rid	  of	  anything	  that’s	  got	  a	  difficult	  
memory	  (…)	  and	  then	  I’ll	  be	  cleansed.	  	  Move	  on	  kind-­‐of	  feeling.	  	  That’s	  a	  difficulty	  with	  photographs,	  
particularly.	  	  There’s	  a	  stigma	  there.	  
The photo’s display – and, in Bergson’s terms, it’s very duration - reproduced an identity that Lara 
wanted to liberate herself from.  The photo was in kept in a box, along with all the other photos that 
Lara assumed ‘others’ would have on display because they represent a familial ideology (Fig. 35b). 
Over the course of the interview, though, Lara expressed increasing ambivalence over what to do 
with the photo. 
R:	  	  So	  that	  one	  [response	  to	  task	  two]	  isn’t	  on	  display?	  
La:	  	  Yeah	  I	  probably	  feel	  a	  bit	  guilty	  about	  it,	  or	  something.	  	  It's	  not	  as	  it	  should	  be.	  
Lara pondered on the potential commemorative and mnemonic function of this and other photos that 
other curators, like Yvonne in Household One, voiced as important to observe: “I think, er, - I - I - I 
just worry that it's one of these things that, a few years down the line, that I'll regret. As much as 
Lara defined herself by shunning familial displays, she simultaneously recognised their positive social 
function.  The researcher observed a shift in Lara's attitude in Part Two, when, in the company of 
Caroline, she gave the following response to the question of what her ‘future fantasy home display’ 
could be. 
	  I	  love	  looking	  at	  photographs	  and	  other	  people’s	  photographs	  on	  the	  wall,	  and	  it’s	  a	  glaring	  gap	  that	  
we	  haven’t	  done	  it.	  	  I	  think	  we	  haven’t	  decided	  what	  to	  do.	  	  Yeah,	  so:	  black	  and	  white.	  
At this point, Lara voiced plans for making home displays of photos printed in ‘black and white’.  Her 
talk became orientated towards action – doing photowork, and the ‘voice’ that had opposed ‘the 
familial’ had become less dominant in her account. 
                                         
86 This was Lara’s response to task two, ‘Show me a photo that makes you feel uncomfortable’. 
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Figure 36: (a) Sue’s leaving party photo; (b) Photo capturing ‘Mum & the four girls’ at the supermarket in Africa. 
Sue presented photos at interview that lowered self-worth.  One photo that she privately ruminated 
over captured her with friends at her leaving party in Zimbabwe, organised to commemorate her 
move to the UK (Fig. 36a).  This photo represented Sue's inability to settle in UK and her nostalgic 
bent.  It was sent to her by the photographer and was cherished for the poignancy of the event 
captured, her being given a friendship quilt: “I‘m in tears, [laughs], I’m absolutely heartbroken”.  
The photo’s positive associations were combined with the sadness felt, both at the time, and since, 
about leaving her friends: “I was just: ‘Oh, I really don’t want to leave!”; “I can’t be my real self 
here”.  The photo evoked “too many mixed emotions” to be displayed ambiently in her home: “I 
wouldn’t display it cause, I think, if I saw it, it would make me [in-breath] more teary than I am 
anyway”.  Nevertheless, it was meditated upon privately, for focused reminiscence: “this is one that I 
look at occasionally, if I want to sort-of torture myself, but I would never display it”; “sometimes we 
do enjoy putting ourselves through (.) these different emotions.” Even though the photo is cherished - 
“I absolutely love that one”, it was agentic in actualising negative self-narratives. Significantly, by 
keeping this photo in a drawer, Sue could actively get the photo to—hand to ‘frame’, in time, 
intensely emotional, and ephemeral photo-viewing experiences. 
As with Lara, the intrapersonal conflict described by Sue constrained her curatorial photowork: “I 
suppose we’ve been here four years, but it takes a long time to sort stuff out and everything and 
we’ve got so many photographs (.) and they’re all in different sections, in – in – in a drawer, waiting 
to go into albums”; and “our life have been sort of all over the place, and I wasn’t thinking if we 
were gonna stay here for an awful long time, so they’re still in a cupboard”.  Sue explicitly linked her 
reluctance to make a home in the UK to her reluctance to make photo displays in her home.   Thus, 
her sense of a conflicted self was literally performed through her photowork. 
Sue's performance was seen to have an effect on Michelle’s self-worth as well as her own.  Michelle’s 
photo-talk at interview encapsulated aspects of self that were ‘lost’; she voiced feelings of 
disempowerment that mirrored Sue’s expressions.  Negative photo-talk even surrounded photos of 
‘mum and the four girls’; at times, she voiced strong feelings of blame towards her parents for 
feelings of loss and resentment: “I so, like, blame them in a way cause I feel that I’ve lost so much”; 
and in relation to Figure 36b, “I had a very happy childhood, you know, the happiest, and you can, 
like, just tell by that moment”.  Michelle presented a similar narrative of mixed emotions in the 
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dyadic interview, and Sue was seen to re-enforce it.  Their shared reminiscence reproduced a 
collective voice that attributed great significance to an ideal self that they both felt was impossible 
to realise. 
5.4 Curation Mediates Multiple Voices 
The discussion shall now turn to look more closely at how the teens made photo displays within the 
curatorial framework outlined above and the social and technological opportunities afforded to them 
for doing so.  The findings of section 5.1 showed that, despite parents’ uptake of digital cameras87, 
home mode conventions of photography were still being reproduced in the participating homes 
through home curation, epitomised by curators’ reproduction of the familial.  Most of the photos 
brought to interview by parents were the products of film photography.  Significantly, and across all 
accounts, teens were found to engage in photo practices that differed from their parents’, and were 
distinct from the traditional handling of photos in the home.  This distinct practice may be referred 
to from here on in the discussion as teen photography.  Findings reflected in this section relate to an 
observation that each home mediated multiple, intergenerational voices on family representation, 
whose salience was to no small degree determined by the material form, arrangement and 
accessibility of photos and display devices in the home. Orientated towards the role of design and 
materiality in family representation, this part of the discussion focuses on the pragmatics of people’s 
interaction with photos and photoware (Dourish, 2001, Crabtree et al., 2004). 
Out of the households participating in this study, only three of the eight teens owned a personal 
digital camera; nevertheless, seven out of the eight teens owned camera-phones.  Accounts revealed 
teens using their camera-phones to engage in personal photographic practice at home and 
independent of their family.88  This meant that teens had the capability to generate, frame and 
narrativise visual content at home in parallel to the curator, creating the potential for alternative 
photo-narratives within the household, (which may encroach upon the curatorial narrative).  Findings 
show that teenagers contributed to and complied with home curation, whilst at the same time 
developing additional unsupervised ways of presenting their families and themselves online at home 
computers. The discussion in this section considers ways in which personal narratives brought to 
photos by both teen photography and home curation activate multiple meanings and voices in 
particular contexts. 
5.4.1 The Curatorial Voice Dominates 
The form and arrangement of photo displays within the home determined the visual salience of 
particular representations over others.  Framed and propped up photos were deemed the most salient 
in terms of ambience; photo albums were, by contrast, less salient.  The home’s communal spaces, 
most frequented by the household and its visitors, had the most salient displays, because these were 
most accessible to the most people most frequently.  Indeed, these spaces, which include the living 
                                         
87 Although two of the eight parents own camera-phones, they don’t mention capturing camera-phone photos at 
any point during their interviews.  All the parents have digital cameras, though. 
88 The teens were also given access to their parents’ digital cameras to support their personal photography, 
(reason being because the image quality is better than that of camera-phone imagery). 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
5. STUDY ONE: PART II  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
134 
room and the kitchen, may be referred to as the front regions of the home, after Goffman (1959).  
Furthermore, these spaces may also be dubbed the curatorial domain, as they were, without 
question, spaces where curatorial control was exercised most pervasively.  A comment by Yvonne 
sums this up: “It’s a sad cliché, but the kitchen is my domain”.  By contrast, teens were afforded 
relatively more personal control over photographic expression in their bedrooms. 
 
Figure 37: (a) Photos printed on bathroom tiles; (b) Photo taken by Yvonne of Cat, in detail. 
It has been noted that the curator managed the representations of her children.  This was played out 
when Yvonne showed the researcher a display in her family bathroom, where digital photos of each 
family member had been printed on individual tiles (Fig. 37a).  Again this display was intended to 
promote a notion of familial proximity. One tile was found to be particularly salient, positioned 
centrally in the display (Fig. 37b). It showed a photo of Cat, posing in a lavender field for Yvonne, 
who captured the photo.  Consider the following extended extract. 
Yv:	   	   Yeah,	   I	   think	   it	   surprised	  me	   because...	   I	   looked	   at	   it	   and	   (...)	   I	   want	   -­‐	   I	   got	   Cat	   to	   pose	   and	  
sometimes	  -­‐	  you	  know,	  they	  all	  like	  doing	  things	  -­‐	  I	  never	  force	  (...)	  stuff	  because	  they	  also	  know	  -­‐	  I	  
mean	  it	  works	  two	  ways	  -­‐	  they	  also	  know	  I	  remove	  -­‐	  I	  delete	  photos	  that	  are	  bad	  -­‐	  I	  get	  rid	  of	  photos	  
that	  aren’t	  (.)	  nice.	  	  I	  don’t	  see	  why	  anyone	  should	  have	  a	  photo	  on	  display	  that	  they	  hate.	  …	  So	  she	  
was	  having	  fun	  and	  it	  was	  a	  lovely	  day	  out	  (.)	  with	  my	  niece	  and	  that.	  …	  Erm,	  I	   just	  think	  she	  looks	  
utterly	   beautiful	   and	   fey,	   and	   -­‐	   not	   even	   rock	   star,	   but	   just,	   just	   stunning	   there.	   So	   I	   love	   it	   and	   it	  
surprises	  me	  how	  beautiful	  and	  grown-­‐up	  she	  is,	  so...	  	  [Smiles.]	  	  Surprises	  me	  and	  makes	  me	  proud!	  	  	  
R:	  Cat	  looks	  beautiful.	  =	  
Yv:	   	  =	  and	  she’s	  not	  embarrassed	  by	   it,	   fortunately.	   	   I	  mean	  I	  think	  she	  thinks,	  you	  know:	   ‘what	  are	  
these	  things?’,	  you	  know?	  	  But,	  you	  know,	  it’s	  -­‐	  it’s	  .Ah!	  I	  just	  think	  she’s	  gorgeous.	  
R:	  	  And	  is	  this	  one	  of	  the	  ones	  that’s	  in	  the	  bathroom	  =	  
Yv:	  	  =	  That’s	  one	  -­‐	  I	  had	  that	  one	  done	  as	  the	  tile.	  	  That’s	  the	  only	  one	  that	  isn’t	  digital	  (...)	  and	  I	  said:	  
‘Can	  you	  see	  what	  you	  can	  do...	  and	  scan	  that	  and	  make	  that	  good	  enough’	  (...)	  	  so,	  that	  was	  that.	  …	  
Also	  I	  wanted	  one	  of	  each	  of	  the	  children	  in	  what	  is	  theoretically	  the	  children’s’	  bathroom.	  	  …	  	  And	  it’s	  
guests...	  …	  	  So	  I	  am	  really	  showing	  off	  -­‐	  I	  don’t	  think	  I’m	  doing	  an	  auction	  mart	  for	  my	  daughter	  (...)	  	  
I’m	  just	  showing	  off	  my	  exquisite	  child!	  	  [Laughs.]	  	  	  
Yvonne described making this display to celebrate the identity of Cat as her daughter and her 
maternal achievements.  She was also celebrating her achievement as a hobbyist photographer’.  She 
exclaimed: “it just worked well, so I was proud.” 
Whilst the photo enhanced Yvonne's self-worth, Cat's own feelings towards it differed.  Consider Cat's 
alternative narrative, prompted at the start of the dyadic interview when she first encountered her 
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mother’s task responses. Significantly, Yvonne had not yet joined the interview. 
Ca:	  	  I	  don’t	  know	  why	  everyone	  likes	  that	  photo:	  I	  really	  don’t.	   	  Well	  I	  don’t	  not	   like	  it,	  (.)	  it’s	  just	  I	  
think	  everyone	  puts	  too	  much	  importance	  on	  it.	  	  [Tut.]	  	  It’s	  just	  a	  photo	  of	  me	  standing	  in	  a	  lavender	  
field!	  	  …	  	  I	  suppose	  it	  surprises	  me:	  how	  they	  got	  me	  to	  do	  that.	  	  What	  you	  can’t	  see	  is	  that	  the	  t-­‐shirt	  
is	   actually,	   erm,	   splattered	  with	   (.)	   fake	  blood	   saying:	   ‘no	  one’s	   perfect’,	   [laughs]	  which	   (.)	   I	   er	   (...)	  
[laughs]	  which	  always	  amuses	  me	  as	  well	  [laughs],	  cause	  I	  don’t	  think	  Maman	  remembers	  that:	  it	  was	  
a	  T-­‐shirt	  that	  she	  absolutely	  loathed.	  …	  
R:	  	  So,	  did	  you	  mind	  it	  being	  in	  your	  bathroom,	  then?	  
Ca:	  	  I’ve	  got	  no	  choice!	  	  She	  stuck	  it	  up,	  and	  (I’m	  like):	  	  ‘Oh!	  That’s	  me,	  (...)	  in	  a	  lavender	  field!’	  	  What	  
am	  I	  doing?!	  
At first, Cat reacted quite strongly to seeing the photo on the table: “I don’t know why everyone likes 
that photo - I really don’t”.  She then qualified her statement: “(w)ell, I don’t not like it, it’s just 
that everyone places too much importance on it”.  The photo’s display gave emphasis to a particular 
portrayal of Cat that she felt resigned to accept; curatorial control was enforced and the image of 
Cat was, literally, embedded in the bathroom through the material properties by which it was 
constructed.  
The materiality of this display was key to the curator’s expression.  Whilst two narratives surrounded 
the photo, Yvonne’s narrative appeared dominant because the tiles’ material properties enforced the 
curatorial story surrounding the capture event over any alternative. Yvonne's account reflects a 
particular dimension of a mother-daughter relationship: the daughter obliged to pose for her mother; 
parental respect was observed.  Cat voiced a different story that identified the T-Shirt print, but the 
curatorial narrative was easier to ‘activate’ from the tiles’ form and arrangement because the T-Shirt 
print was not visible in the image; rather the ‘pose’ is communicated.  Consequentially, Cat's account 
was only activated through her talk.  Further to material affordances constraining expression, the 
curator’s control over display ‘site’ was also constraining: the bathroom was a communal space, as 
Yvonne pointed out herself.  Display sites for junior members’ own expression were visibly contained.  
This was observed in teen bedrooms, where photo collages were bounded by doorframes or pin-board 
surfaces and oriented towards select audiences of peers and some family members.  The availability 
of resources to Yvonne for making the display was also key; Yvonne was at liberty to decorate the 
bathroom as she chose to.   
With the bigger tile display (Fig. 37a), Yvonne had curated a familial representation that 
communicated inclusiveness: “I wanted one of each of the children”. She was also seen to 
communicate something else as well.  Through the display, and through her photo-talk, it was felt 
that she communicated a unified image of equality, mutual respect, and autonomy in a way that 
characterises the social construct of familial democracy, introduced in Chapter One (Giddens, 1998, 
Chambers, 2001).  However, as explicated above, the actual handling of photos in Yvonne’s curatorial 
activities was apparently not so ‘democratic’ in nature.  On the contrary, it was carefully controlled 
by Yvonne whilst conflicting with, for instance, her daughter’s personal interests. These power 
relations weren’t necessarily apparent to those beyond the household, but they were made 
demonstrable to Cat and the other householders by the nature of the displays’ construction.  At 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
5. STUDY ONE: PART II  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
136 
interview, talk on curation revealed the pragmatics of a domestic order, a realpolitik89, that 
reinforced parental sensibilities.  This is reflected in Yvonne’s comment: “they can develop and be 
their own creatures, but they’re still my babies, so tough!” 
5.4.2 ‘Teen Photography’ Emerges 
Section 5.2.1 described how teens used photo displays to define themselves independently of their 
family. The discussion now turns to consider how they negotiated the realpolitik at home to exercise 
self-expression outside of parental control.  In the process, the features of teenage photography, 
introduced above, will be illuminated. 
 
Figure 38: Wall-framed photomontage displays in bedrooms by (a) Michael & (b) Julie.  At the time of the 
interview, Michael was in the process of updating his display. 
Teens placed considerable significance on the photo displays they created on their bedroom walls.  In 
all cases, displays were rendered as collages, of multiple photo-prints or photos and other tangible 
artefacts.  This has been illustrated already with reference to Cat, Michelle, Emma and Adam.  
Michael, Julie, Kate and Caroline also had photo-collages; theirs were wall-mounted in glass clip-
frames in their bedrooms, or attached to a large piece of card (Fig. 38).  
These collages framed a distinct and exclusive personal space.  Kath pointed out that Michael kept all 
of his personal photos in his bedroom and separate from the rest of the household, as did his sister 
with hers.  Michael was actually in the process of editing his collage at the time of the study, and 
brought it to the table during the interview to show the researcher (Fig. 38a).  As already noted, 
Michael was very quiet at interview, and it was Kath who commented on the collage: “as he gets 
updated ones – [to Michael] you can take them out and put the new ones in”.  As with Michael, Julie's 
collage largely represented one event but she envisaged expanding it (Fig. 38b).  When asked what 
the display meant to her she said “me outside the family with friends”.  Julie, like Kate, and Adam, 
above, felt that her bedroom was the most appropriate place for these presentations. 
                                         
89 http://en.wikipedia.org/wiki/Realpolitik.  Accessed 04. 05. 10.  
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Figure 39 (a) One of Emma's two pin-board displays; (b) Photo captured with a friend, currently also Emma's 
camera-phone wallpaper. 
Although the collages were made permanent features, their contents were regularly updated and 
required ongoing efforts to maintain.  These updates were seen to reflect dynamic social exchanges 
and the central role of friendships in self-representation at home.  Emma continually updated the 
displays in her bedroom, including her pin-board displays (Fig. 39a) and her camera-phone wallpaper 
(Fig. 39b).  Her mother, Irene, made these updates much more frequently than those made in the 
communal spaces of the home.  Emma either used her camera-phone to take photos, or borrowed 
Irene’s camera (with consent), in both cases downloading them on her personal laptop and printing 
them.   
She described displaying photos on her bedroom wall that appeared - as with Michelle and Cat above – 
to be casual, “spontaneously captured”, and showing her “playing around” with friends (Fig. 39b).  
Her displays were updated as-and-when new photos were captured and circulated between her and 
her friends, mostly via MSN or social networking sites.  Hence photo capture, sharing, and home 
display were all linked together in expressions of friendship: “we send quite a lot of photos between 
us and stuff”. 
 
Figure 40: (a) Portrait photo of Emma's friend Mike, which he sent her by MSM and she printed; (b) Detail of 
Emma's bedroom displays showing a pin-board with printed portrait photos received via MSN. 
She described her treatment of a photo given to her by a friend, Mike.  He sent her a photo of himself 
as a gift, via MSN, which was captured during a social event that Emma had also been present at (Fig. 
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40a).  This photo was displayed on Emma's pin-board, then moved to a personal box of prints. 
Em:	  I	  had	  it	  on	  display	  for	  a	  while	  -­‐	  I	  had	  it	  on	  display	  for	  a	  while,	  (.)	  but,	  erm,	  (.)	  I	  had	  -­‐	  we	  had	  a	  new	  
one	  taken	  of	  me	  and	  him,	  so	  I	  sort	  of	  -­‐	  the	  friends	  I	  don’t	  see	  that	  much	  I	  sort	  of	  -­‐	  when	  I	  get	  newer	  
pictures	  of	  us	  -­‐	  if	  I	  just	  see	  them	  I	  change	  them	  -­‐	  sort-­‐of,	  like,	  keep	  them	  updated,	  cause	  I	  don’t	  see	  
them	  much.	  	  But	  I	  had	  that	  one	  up	  -­‐	  I	  had	  it	  on	  display	  for	  a	  while	  and	  then	  I	  put	  it	  away	  -­‐	  I	  change	  
my	  photos	  round.	  
This excerpt communicates the notion of bedroom displays as dynamic expressions of sociability. 
As indicated in the excerpt, Emma's displays also supported remote communication within a 
distributed peer network.  Photos were sent within the network, via MSN90 in order to keep in touch ~ 
to promote social proximity (Fig. 40b).  At interview, Emma described an important group of friends 
with whom she took part in international tennis tournaments.  Many within this group had different 
nationalities and lived abroad, which meant they were mostly in remote communication with her. 
Em:	  I’ve	  got	  some	  friends	  in	  Australia	  who	  you	  only	  see	  two	  or	  three	  times	  a	  year	  -­‐	  (.)	  so	  you’re	  always	  
sending	  photos	  between	  each	  other,	  cause	  -­‐	  and	  also	  just	  -­‐	  not	  just	  when	  I’ve	  been	  away	  -­‐	  just	  like	  I	  
mean	  I	  send	  my	  friends	  who	  know	  my	  family	  quite	  well	   I	  send	  that	  -­‐	   I	  would	  send	  that	  picture	  too	  
[number	  seven]	  cause	  they	  know	  my	  family	  and	  stuff	   like	  that.	  …	  We	  send	  quite	  a	   lot	  of	  photos	   in-­‐
between	  us	  and	  stuff,	  so	  (.)	  it’s	  a	  good	  way	  of	  keeping	  in	  touch	  [laughs]	  (...)	  and	  they	  remember	  what	  
you	  look	  like	  [laughs].	  
In this way, the long-distance friends ‘could remember what she looked like’.   Note that family 
photos were included in her exchanges. 
Caroline described how capturing and sharing photos with friends on an everyday basis mediated her 
home life.  To recap, Caroline, like Emma had her own laptop that was located in her bedroom for 
most of her time at home and had a wireless (broadband) Internet connection.  Caroline had the most 
technical resources to-hand out of all of the teens because she also had her own digital camera; she 
was at liberty to practice photography without dependence on her parents’ photographic tools. 
 
Figure 41: Photos taken by Caroline and her friends in art class. 
Caroline talked about two photographic self-portraits that she recently took with three of her friends 
in her art class at college (Fig. 41).  She described her playful use of her camera whilst “messing 
around”. 
Ca:	  I	  just	  took	  some	  random	  photos	  …	  cause	  we're	  supposed	  to	  be	  working	  -­‐	  it's	  an	  A-­‐level	  class,	  but	  
we	  were	  just	  messing	  around	  with	  the	  camera	  and	  just	  doing	  stupid	  poses,	  really.	  I	  mean	  there's	  a	  lot	  
                                         
90 http://www.msn.com/.  Accessed 04. 05. 10. 
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more	  than	  just	  that	  photo.	  
Caroline referred to the photos as “random”, indicating the mundane event of their capture.  She 
pointed out that the two photos brought to interview were taken “about 30 seconds” apart, 
describing how her and her two friends were taking photos of each other at the same time.  She 
added that, after showing each other their respective photos at the time of capture, the friends 
subsequently emailed them to each other.  She added: “(s)o all three of us - the three that were 
taking photos - have copies of them”.  Photos were exchanged by IM, email and via online postings 
rather than Bluetooth or other wireless means of communication.  
The online component of these exchanges was ordinarily carried out at home.  Caroline described the 
online resources available to her for sharing her personal photos.  She had her own photo accounts 
online for storage and display. 
Ca:	   (I)t's	   just	   like	   a	   little,	   kind-­‐of	   folder	   and	   you	   just	   scroll	   through	   the	   pictures	   -­‐	   sort-­‐of	   like	  my	  
friends	  folder.	  
R:	   Okay.	  	  Do	  you	  give	  your	  friends	  access	  to	  yours?	  =	  
Ca:	   	  =	  Yeah,	  they	  can	  look	  at	  my	  pictures,	  (...)	  not	  the	  ones	  on	  my	  computer,	  but	  they	  can	  look	  at	  the	  
ones	  on	  my	  (.)	  websites.	  
R:	   	  	  Do	  you	  have	  any	  that	  are	  there	  but	  hidden?	  [Prompt:]	  Are	  there	  some	  permissions	  on	  there	  so	  
that	  only	  some	  people	  can	  see	  them?	  
Ca:	   	  Er,	  no,	  just	  anyone	  can	  see	  them,	  [laughs].	  
R:	   	  	  That's	  really	  nice	  actually.	  =	  
Ca:	   	  =	  Yeah.	  
R:	   	  I	  guess	  they	  can	  just	  download	  them,	  as	  well,	  then?	  
Ca:	   	  Yeah.	  Like,	  erm,	  for	  my	  friend's	  Christmas	  present	  we're	  making	  her	  a	  scrapbook	  of	  pictures	  of	  
her	  life	  and	  stuff	  to	  cheer	  her	  up,	  cause	  she's	  kind-­‐of	  a	  bit	  down.	  	  	  
R:	   	  Ah.	  
Ca:	   	  Erm,	  so	  we've	  gone	  on	  her	  website	  and	  downloaded	  loads	  of	  pictures	  that	  she	  has	  and	  then	  on	  
other	  peoples'	  that	  have	  pictures	  of	  her.	  	  It's	  a	  good	  way	  to	  (.)	  get	  photos	  that	  you	  like	  and	  stuff.	  
Despite being attentive to the preservation of her photos, Caroline was less concerned about their 
accessibility to others.  She hadn’t set permissions for access to the photos that she posted to her 
websites. Furthermore, photos shared between friends were not only used for social communication 
and expression, but also for gift giving.  
The use of personal photos as profile elements for presenting self at social networking sites has 
already been discussed in section 5.3.1 in reference to Michelle with MySpace, and Cat with 
Facebook.  It is noted again here as a feature of teen photography. 
The dynamic handling of photos described in the examples here seemed peculiar to teen photography 
and distinct from home mode conventions that were reproduced by curators despite their adoption of 
digital cameras.  The participating parents described capturing and displaying digital photos with 
mind to printing them, framing them or putting them in albums.  By contrast, the continuous shifting 
of teen photo displays extended into digital domains, as photos were moved between platforms such 
as the bedroom wall and the camera-phone screen.  As a result of her continual updating, Emma was 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
5. STUDY ONE: PART II  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
140 
not always sure of a given photo’s ‘display status’, as in this reference to Figure 39b. 
Em:	  It	  was	  on	  display.	  	  I’ve	  even	  got	  this	  on	  my	  phone	  as	  well.	  	  I	  took	  a	  picture	  of	  it	  cause	  I	  love	  it	  so	  
much	  [laughs].	  	  It	  was	  on	  display	  but	  I’ve	  moved	  all	  my	  stuff	  around,	  so	  I	  can’t	  remember	  if	  it	  still	  is.	  
Emma’s descriptions of display making differed to those of her mother or, indeed, any of the other 
curators.  The researcher also observed a lack of concern for ownership with the digital exchange and 
duplication of these photos. 
5.4.3 Teens Territorialise the Curatorial Domain 
Supporting these exchanges, the Internet was found to offer teens access to photoware that would be 
otherwise unavailable at home.  Internet access was particularly significant for the teens who did not 
own personal computers or digital cameras.  Cat, for example, relied upon online photo sharing 
programs because she didn’t own a digital camera and only had limited access to her parents’.  She 
did, however, have Internet access through use of the ‘family computer’. 
Ca:	   I	  began	   to	   rely	  on	  my	   friends,	  cause	  my	   friends	  have	  got	   this	   really	  wonderful	   thing:	  you	  know	  
Photobucket?	  	  	  Well,	  basically,	  whenever	  we	  do	  an	  outing	  or	  whatever	  -­‐	  all	  my	  friends	  seem	  to	  have	  
digital	  cameras	  -­‐	  fine	  -­‐	  and	  they’ll	  all	  load	  their	  photos	  onto	  the	  Photobucket	  -­‐	  we	  have	  23	  pages	  of	  it	  -­‐	  
and	  it’s	   just	  photos	  of	  things	  that	  have	  happened,	  and	  everyone	  takes	  photos	  of	  everyone,	  and	  then	  
you	   can	   go	   on	   there,	   copy	   them,	   save	   them	  as	   your	   own,	   and	   stuff.	   	   So,	   I	   don’t	   really	   need	   one	   [a	  
digital	   camera]	   for	   friend	   outings	   and	   then	   Maman	   [Mum]	   takes	   the	   photos	   with	   us,	   [laughs]	   so	  
family	  outings	  are	  sorted.	  
To reiterate, only three of the eight participating teens had their own digital cameras.  But acquiring 
capture devices appeared unproblematic for them as they used camera-phones or borrowed their 
parents’ equipment.  The image quality of camera-phone photos played a part in the need to borrow 
parents’ cameras.  As with four of the other teens, Cat preferred to borrow her mother’s camera 
rather than use her camera-phone for this reason.  Similarly, Emma preferred to ‘steal’ her parents’ 
camera rather than use her camera-phone: “I always steal their camera”. 
Once content was downloaded to the computer, ownership of devices was found to become somewhat 
irrelevant and ownership of content was ‘up for grabs’.  Internet access at home was, again, of great 
significance in this respect: all teens drew upon photoware made available online for their personal 
expression.  Most of the photos that Michelle posted on MySpace – her “own thing” - were captured at 
home using her mum's camera and uploaded via the family computer; access to family tools enabled 
Michelle to make photo displays at home for display beyond the home and the household. 
A feature of teen photography, it may be suggested, is the temporal and provisional nature of photo 
displays that are made in the curatorial domain of the home, (in the communal domestic spaces).  
Depending on the technical resources made available within the social order of each household, teens 
were opportunistic and strategic about making photo displays in this domain.  This can be 
demonstrated in ambient sense with regards to Household One and the bathroom tiles display.  In this 
case, Cat's photo-talk around the ‘lavender field photo’ was provisional and opportunistic; she was 
seen to somewhat ‘territorialise’ the display with talk of her ‘blood stained t-shirt’.  Her perspective 
was only salient for a given time.  The temporal dimension was therefore highly significant to teens’ 
ability to voice themselves, and they recognised this in the coordination of their display activities. 
Another, perhaps more obtuse example follows, of how teens were found to territorialise the home.  
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In their dyadic interview, Michelle described a photo-collage that was made for Sue by her eldest 
daughter. 
Mi:	  	  (S)he	  put	  like	  a	  massive	  card	  sheet	  and	  then	  (.)	  collaged	  -­‐	  had	  a	  collage	  of	  photos	  and	  stuck	  it	  on	  
the	  kitchen	  door	  and	  -­‐	  because	  it’s	  visible	  there	  (.)	  and	  =	  
Su:	  	  =	  I	  saw	  it	  every	  day!	  
Mi:	  	  Yeah	  and	  you’d	  see	  it	  every	  day	  (.)	  and	  then	  strangers	  come	  in	  your	  house	  and	  see	  it	  and	  you	  get	  a	  
chance	   to	   share	   a	   bit	   about	   your	   background	   (.)	   and	   it’s	   just	   an	   easy	   way	   by	   photos	   to	   (.)	   start	   a	  
conversation,	  I	  -­‐	  I	  think.	  	  
Michelle enjoyed viewing her sister’s collage and Sue also expressed sincere appreciation of it.  
However, Sue eventually took it down because of plans to create a ‘smarter type of display’ instead: 
“I loved the one the girls did with the collage and I did, you know, often, when I was supposed to be 
cooking or cleaning, I’d be sort-of just staring at the collage on the kitchen … but for a smarter one, I 
think I would go - I’ve got the most beautiful	   silver (.) frames from Africa”.  The display was 
therefore not granted a permanent display site. 
 
Figure 42: (a) Cat & her sister Marcia ‘playing around’ with Yvonne’s camera-phone; (b) Cat, Marcia & their cousin 
playing around with her mother’s digital camera. 
Limited time on the family computer, or limited time using a parent’s camera or camera-phone, also 
determined temporary home displays, this time on digital devices.  The teens valued time that they 
had to use a parent’s camera, or the family computer and its photoware.  These instances were often 
framed as ‘events’ in their own right with ‘decent stories attached’. In her personal interview, Cat 
described three occasions when she borrowed Yvonne’s camera-phone to take photos of herself or 
herself with others including her sister (e.g. Fig. 42).  In such instances, the camera-phone was used 
for ‘joking around’, and for play-acting as the following extract regarding Figure 42a illustrates. 
R:	  	  Oh	  yeah!	  Is	  that	  you	  drinking?	  
Ca:	  	  Well,	  actually	  -­‐	  that’s	  what	  all	  my	  friends	  say	  -­‐	  [laughs]	  but	  actually	  it’s	  white	  grape	  juice.	  	  …	  	  So	  
me	  and	  Marcia	  were	  joking	  around,	  (...)	  and	  [laughs]	  we	  were	  -­‐	  this	  is	  her	  room	  [Marcia's	  bedroom]	  
(...)	  -­‐	  we	  had	  Maman’s	  camera-­‐phone	  (...)	  -­‐	  I	  can’t	  remember	  why	  [spoken	  quietly]	  -­‐	  and	   ...	  we	  were	  
like	  ‘Ha!’	  	  Er...	  So	  we	  were	  all	  drinking	  and	  everything...	  But	  -­‐	  erm	  -­‐	  it	  was	  like:	  ‘Yeah,	  we’re	  being	  adult	  
(.)	   and	  drinking	   and	   things’.	  And,	   so	  we	   took	   all	   these	   photos	  with	   the	   camera-­‐phone,	  which	   took	  
forever	  because	  I	  didn’t	  like	  them	  and	  she	  didn’t	  like	  them…	  
Cat went on to point out the photos captured from these kinds of sessions were valuable to keep 
because, even if captured relatively spontaneously and opportunistically – which these were - “they 
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have decent stories attached to them”.  Many of these kinds of photos were deleted; only a few were 
downloaded onto the desktop.  Those that were downloaded could be worked with and distributed 
online, in the time the juniors were allocated for computer use.  This photowork could be done 
surreptitiously and unbeknown to parents. 
This opportunistic behaviour was interpreted as teens’ bids for autonomy – e.g. “we were being 
adult” from Cat's account – and can be coupled with a desire for secrecy and privacy from parents.  
Julie's account illustrates this.  Photographs that represented shared family experiences had great 
personal significance, but Julie also conveyed the importance of personal photos that represented 
private expressions independent of her family.  For example, she captured and exchanged relatively 
intimate photos with her boyfriend on her camera-phone that she would never display to the rest of 
her household or anyone else for that matter.  These photos, therefore, would never be displayed 
beyond the camera-phone screen as a means to communicate intimacy between him and her.  In 
keeping with this, Julie didn’t want the researcher to document the photos either. 
To sum up, teen photography was strategically and opportunistically practiced at home.  The capture 
and display of photos was found to be dependent on the availability of resources to-hand and the 
temporal, provisional nature of their availability – the time allocated for making displays. Features of 
teen photography included:  (1) the dynamic handling of photos and the rapid updating of displays; 
(2) photo capture as everyday play; (3) the use of online and digital domains for (i) photo-mediated 
social networking.  In sum, photos featured heavily in everyday teenage social exchanges at home. 
5.4.4 Polyphonic Family Portrayal 
By engaging parents in conversation with their teens at interview, each participant's voice and its 
relative 'position' was revealed and acknowledged.  By the end of each dyadic interview (Part Three), 
the parents and teens were enthusiastic about brainstorming novel design possibilities for 
representing multiple, intergenerational voices at home.   
The final task in the dyadic interview was for participants to envision a ‘future fantasy’ display for 
their family home.  Participants responded with a variety of concepts that made apparent their 
notion of what a family portrait ‘is’, and produced insight on the material form and arrangement of 
technology through which portrayals of ‘the family’ may be expressed at home.  Responses also shed 
light on the social function of a unified family portrayal.  Insights are reported here as a feature of 
the broader theme on how the home mediates ‘multiple voices’ on family representation, or in 
Bakhtinian terminology, ‘polyphony’.91  Again, as the task was orientated towards the role of design 
and materiality in family representation, the analysis of responses was orientated towards studying 
the pragmatics of people’s interaction with photos. 
The idea of a ‘family portrait’ as a photomontage was suggested by all the participants.  Moreover, 
all, with the exception of Kath, envisaged this montage as a physical artefact, composed of - a 
“collage” or a “mesh” – of printed photos.  Significantly, this portrait was to represent multiple 
images of the family and representing different members – even friends of family – “doing different 
                                         
91 Section 2.1.6. 
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things”, in “different places”, in Jenny’s words.  Adam and Jenny envisaged, in Jenny’s words:  
“showing different aspects of the family: like, one of Adam, one of David, a couple of us, a couple of 
everyone together”. Michael said that his ‘dream display’ would be “a mixture of different things, 
like, not just – not just the family, but – incorporate, like, everyone’s friends as well”. Sue, Lara and 
Rosemary imagined the montage as a cluster of wall-mounted photo-portraits, individually framed. 
Nevertheless, they shared the central idea; in Lara's words: “a definite collection, but all different”. 
Some participants introduced a temporal dimension to their thinking. In his individual interview, Eric 
described how the process of responding to the tasks had led him to reflect on how he might ideally 
represent his family. 
Er:	  If	  I	  had	  the	  time	  I’d	  like	  to	  play,	  you	  know(?),	  try	  and	  make	  a	  collage	  of	  going	  through	  the	  ages,	  
you	  know(?),	  a	  picture.	  	  That	  would	  be	  fun	  [smiles].	  	  You	  could	  keep	  adding	  to	  it.	  
Here Eric described the idea of a dynamic collage of family, to which content would be added 
“through the ages”.  Eric's comment connects to ideas voiced in his dyadic interview with Emma, and 
also with Kath’s account, on the annual updating of displays. 
Emma envisioned a kinetic portrait that ‘animated’ photo-prints.  ‘Different sides of family’ would be 
viewed through the mechanical, analogue movement of a display device. 
Em:	  	  Erm,	  (...)	  I’ve	  got	  a	  crazy	  idea	  (.),	  that	  I	  reckon	  would	  be	  really	  cool?	  	  …	  	  Like	  -­‐	  I’ve	  seen	  this	  in	  an	  
art	  show	  before,	  but	  not	  with	  photos	  on	  (smiles):	  it’s	  a	  big	  -­‐	  was	  like	  a	  big	  -­‐	  like,	  just	  like	  a	  big	  cylinder	  
[gestures]	   -­‐	  about	  that	  big,	  yeah(?)	  -­‐	  and	   it	  was	  -­‐	   it	  was	   just	  an	  art	  piece	  -­‐	   it	  was	  turning	  round	  -­‐	   it	  
would	  be	  really	  cool	  I	  reckon	  if	  you	  could	  have	  photos	  round	  it...	  so	  it	  turned	  	  =	  
Er:	  	  =	  No,	  you	  could	  change	  it	  -­‐	  you	  get	  it	  to	  turn	  =	  
Em:	  	  =	  it	  was	  an	  art	  thing	  and	  it	  turned	  round,	  but	  I	  was	  just	  thinking:	  if	  you	  had	  photos	  around	  it	  -­‐	  it	  
would	  be	   really	  cool	   if	   it	  would	   just	   turn	   like	   that	   really	   slowly	   (.)	  and	  you’d	  see	   the	  photos	  on	   the	  
side.	  
Er:	  	  That’s	  a	  great	  idea	  -­‐	  I	  love	  it!	  	  You	  could	  hang	  something	  down	  from	  the	  ceiling:	  if	  it	  was	  just	  on	  a	  
string	  it	  would	  actually	  move	  by	  itself,	  wouldn’t	  it(?).	  
As Eric pointed out, this device could be automated, affording serendipitous, ambient photo displays. 
Em:	  it	  would	  be	  something	  that	  you	  could	  look	  at,	  and	  you	  don’t	  get	  boring	  cause	  you’d	  have	  so	  many	  
on	  there.	  
Er:	  	  And	  it	  would	  probably	  be	  in	  a	  different	  position	  every	  time	  you	  look	  at	  it.	  	  [Laughs.]	  	  	  
Emma highlighted a practical function of her kinetic concept: it would accommodate the volume of 
photos that her household collectively captured at the time. 
Kath envisioned something that linked with some of Eric and Emma’s ideas.  Kath's ‘fantasy’ family 
portrait would be, again a discrete device placed at a fixed site in the home.  Echoing Emma, Kath 
was concerned with the device serving to keep photos physically together ‘in one place’.  She drew 
inspiration from the photomontage that Michael had created for his bedroom.92  
Ka:	  	  Maybe	  something	  -­‐	  something	  to	  keep	  them	  all	  (.)	  maybe	  in	  one	  (.)	  position,	  d’	  you	  know	  what	  I	  
mean(?).	  	  Like	  they’re	  all	  scattered	  at	  the	  moment,	  aren’t	  they?	  	  But,	  something	  that	  would	  keep	  ‘em	  
(.)	  -­‐	  maybe,	  like,	  do	  -­‐	  I	  dunno	  -­‐	  if	  you	  could	  put	  them	  into	  something	  that	  done,	  like,	  a	  family	  tree	  or	  
something,	   if	  you	  know	  what	   I	  mean(?),	  and	  -­‐	   just	  all	   in	  one	  place.	   	   I	  know	  they’re	  all	   in	  one	  room	  
here,	  but	  they’re	  all	  over	  the	  place,	  aren’t	  they(?).	  …	  
                                         
92 See section 5.2.2. 
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R:	  	  But	  you	  quite	  like	  the	  idea	  of	  having	  something	  that	  allows	  you	  to	  access	  them?	  
Ka:	  	  Access	  them,	  but	  all	  in	  one	  place.	  	  [To	  Michael:]	  	  Like	  you	  done	  with	  that	  collage	  thing;	  that	  was	  
quite	  nice.	  cause	  that	  was	  one	  particular	  =	  
Mi:	  =	  Yeah.	  
Ka:	  	  Yes,	  but	  that	  was	  one	  particular	  event.	  	  I	  mean,	  it	  was	  just	  like	  one	  big	  picture	  frame	  and	  he	  put	  it	  
all	  in	  there.	  	  But	  that	  was	  one	  particular	  event,	  which	  was	  quite	  nice,	  and	  then	  he	  can,	  (.)	  as	  he	  gets	  
updated	  ones,	  [to	  Michael:]	  you	  can	  take	  them	  out	  and	  put	  the	  new	  ones	   in	  (.),	   if	  you	  see	  what	  I’m	  
sayin’(?).	  
As with Eric, Kath was concerned for being able to update the portrait and also with the idea of 
representing family ‘through the ages’.  She introduced the visual metaphor of a ‘family tree’, for 
spatially mapping photos’ arrangements in the portrait to her genealogical relations.  Perhaps this 
was inspired by the way she arranged her frames in her cabinet.  Taken together, her ideas indicate 
the potential value of a situated collage display that also serves as an access point to an archive of 
photos. 
In her response, Kath also expressed two key features of family representations that may be 
supported through the functionality of a display device: that they reflect unity and are unifying; and 
at the same time are dynamic and continually being updated, reflecting nurturing and growth.  These 
concerns are epitomised by the following extract. 
Ka:	  I	  think,	  probably	   in	  the	  long	  run,	   it	  would	  be	  nice	  to	  have,	   like,	  one	  big	  family	  portrait	  done.	   	   I	  
mean,	  obviously	  I	  can’t	  have	  all	  the	  cousins	  done	  -­‐	  I	  don’t	  put	  them	  out	  all	  the	  time	  anyway	  -­‐	  but	  if	  
you	  was,	  like,	  to	  say	  my	  sisters,	  my	  brother’	  n’	  laws,	  erm,	  (.)	  the	  two	  mums	  and	  dads	  -­‐	  just,	  like,	  the	  
whole	   family	   like	   that	  and	  that	  would	  be	  a	  central	   -­‐	  a	  central	   thing	   then,	   (.)	  you	  know(?),	  and	  that	  
would	  then	  be	  -­‐	  but	  then	  it	  carries	  on,	  doesn’t	  it,	  cause,	  in	  years	  to	  come,	  they’re	  gonna	  probably	  have	  
wives	  and	  (.)	  husbands	  [laughs]	  and	  children	  [laughs],	  ain	   ‘t	  they,	  so	  it	  all	  escalates,	  d’n’	   it?	  …	  	  (D)o	  
you	  see	  what	  I’m	  saying?	  	  But	  -­‐	  that	  would	  be	  a	  nice	  thing	  to	  do,	  to	  have	  one	  great	  big	  (.)	  portrait	  done	  
of	  everything	  and	  then	  perhaps	  you	  could	  get	  -­‐	  not	  so	  much	  get	  rid	  of	  the	  photos,	  but	  (.)	  sometimes	  it	  
can	  look	  like	  all	  odds	  and	  sods,	  if	  you	  know	  what	  I	  mean,	  can’t	  it?	  …	  	  But,	  erm,	  that’s	  something	  for	  
the	   future,	   obviously.	   	   But,	   again,	   that’s	   something	   that	   you’ll	   never	   -­‐	   you’ll	   get	   it,	   but	   it’s	   gonna	  
change	  again	  in	  so	  many	  years,	  in’	  it,	  (.)	  which	  is	  the	  good	  point	  of	  photographs,	  cause	  every	  year	  they	  
(.)	  -­‐	  you	  know(?),	  with	  the	  kids’	  ones	  they	  get	  a	  new	  one	  every	  year	  -­‐	  and	  that’s	  how	  it’s	  always	  been,	  
so	  -­‐	  but	  it’s	  -­‐	  it	  is	  hard	  [laughs].	  
Kath’s ideas reflected her particular closeness to her wider family, but they reflected the sentiments 
of other participants.  She pointed out here that the portrait would never capture family ‘as is’, 
because of the dynamics of family life: “you’ll never get it”; displays are always provisional. The 
portrait would serve an additional function, to perpetuate a family legacy by means of being an ever-
growing archive.   
A central take-out from the ideas of Household Six and Seven, illustrated in these extracts, is that, 
although photo displays are contextual and therefore potentially provisional, it is important that 
photos are kept to-hand.  In a ‘future fantasy scenario’, a display site for family portrayals may be 
coupled with the location of a family archive; though the displays and the archive would be dynamic, 
they would be conceptually linked to a single place. 
Participants considered how the aesthetic features of the portrait would communicate their 
collective family identity.  For Jenny, the montage idea was associated with expressions of casualness 
and spontaneity; hers would be populated with ‘snapshots’, “nothing too formalised”; “(j)ust a more 
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natural collage”. By contrast, three of the other curators, Sue, Lara and Rosemary, focused on 
decorative qualities of the frames.  Emma thought about how her kinetic portrait would “go with the 
family” along with the home’s décor. 
This section has illuminated the teens' photographic practice at home, in their bedrooms and in the 
curatorial domain.  Teen photography has been identified as a distinct practice by which teens voice 
themselves alongside the curator. The process of discussing intergenerational views on photo displays 
in the dyadic interview established a basis for brainstorming ideas about what an ideal portrayal of 
family might look like.  The notion of a photomontage emerged as a device to represent multiple 
perspectives on family.  The ideation process shed light on how the technical features of such a 
device may support the social function of family portrayals.  As a final point, it was observed that, 
whilst the montage idea depicted aspirations towards familial democracy, only a handful of 
participants talked about a democratic means for its construction.  Collaboration was only mentioned 
by Households Four and Six93 and only Emma was explicit on this matter.  Also, whilst Emma assumed 
all her household would contribute to making the kinetic portrait, Eric voiced concern about the 
implications of this for the appropriateness of its content; he imagined everyday encounters with the 
device “(b)ringing back scary some memories every time you look at it!”. 
5.5 Digitisation Disrupts Curation 
The final section focuses on the mediation of digital technology in the home how this was found to 
impact upon home curation, teen photography and, in turn, family photography.  The previous section 
reported how teen photographic practices at home extended into digital domains via the Internet.  
The Internet-enabled desktop established the telepresence of display platforms and audiences that 
were otherwise beyond the home.  Internet use was central to teen photography and viewed as an 
enabling resource for teenage expression.  To revisit Cat's comment by example: “my friends have got 
this really wonderful thing: you know Photobucket? … So I don’t really need one (a digital camera) for 
friend outings”. 
Another set of findings is presented here that shows how the pervasion of the Internet - and digital 
technology per se - into the home was found to disrupt curatorial activities in at least two ways, by 
destabilising the curatorial domain and its boundaries, and constraining the availability of resources 
for doing photowork.  In many cases, this was because curators expressed a lack of competence for 
handling photoware.  Moreover, in most households, the take-up of digital photoware was found to 
signal the inversion of intergenerational power dynamics between curators and teens.  As shown in 
the previous section, the home’s digitisation was found to emancipate teens from parental control in 
many ways. This shift in power relations was found to lower curators’ self-worth whilst bolstering 
teens’.  The manipulability of artefacts was found to influence this shift; therefore the discussion in 
this section continues to focus on the materiality of display making and the pragmatics of handling 
photos as resources for expression. The features and affordances of ‘photos-as-objects’ shall be 
further unpacked as they relate to the trend of digitising tools and practices. 
                                         
93 In the other households, parents imagined ideal displays for a communal space and teens for their bedrooms. 
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5.5.1 Materiality of Displays is Valued 
Accounts revealed that, whether or not photos originated in digital form, participants valued them in 
printed form. Embodied interaction with photos was found to be of central significance to the 
representational practices made through them. To make sense of this in analysis, the researcher drew 
upon the language of Crabtree et al. (2004) (in section 2.4.4), who identified three ‘essential 
components’ to photographic expression that highlight the materiality of photos: photos are organised 
for availability-to-hand; photos’ physical properties are manipulated for distribution (in the most 
general sense); and a narrative account (photo-talk) is produced that attributes photos to-hand a 
particular meaning. They may be referred to in the report here as ‘availability to-hand’, 
‘manipulability’ and ‘contextualised photo-talk’.  The way in which displays affords contextualised 
photo-talk has already been discussed in length in section 5.4, about how home curation mediates 
multiple voices.  In the remainder of this section, the way in which materiality affords availability-to-
hand and manipulability will be explored in greater depth. 
First, the significance of photo-as-objects to teens is discussed.  When Cat envisioned her ‘fantasy 
display’94, she referred to the material qualities of her bedroom displays and also the photo-cube in 
her father’s study. 
Ca	  Erm,	  well,	  actually,	  it	  wouldn’t	  be	  on	  the	  computer,	  I	  don’t	  think	  [laughs],	  cause	  -­‐	  I	  don’t	  know	  -­‐	  I	  
think	  I	  just	  (.)	  have	  to	  get	  round	  to	  actually	  printing	  them	  off.	  	  I	  don’t	  know.	  	  I	  really	  do	  like	  that	  (.)	  
cube	  thing,	  but	  I	  also	  like	  (.)	  having	  random	  things	  in	  between,	  like	  you	  saw	  in	  my	  room:	  there	  was,	  
like,	   ribbons	   and	   (.)	   other	   things,	   like	   the	   ribbon	   was	   (.)	   from	   [tut]	   (.)	   that	   wedding,	   where	   the	  
bridesmaids	  all	  had	  corsages	  with	  daisies	  woven	  in.	  	  I	  don’t	  know:	  something,	  that	  by,	  (.)	  a	  wonderful	  
miracle	   had	   sort-­‐of	   (.)	   like	   (...)	   things	   that	   weren’t	   just	   photos	   in	   it	   as	   well	   (...),	   like,	   so	   (...)	   not	  
physical	   things	   (...)	   but,	   like,	   (...)	   things	   that	   were	   there	   at	   the	   time	   that	  weren’t	   	   photos...	   like,	  
somehow...	  I	  don’t	  know.	  	  It	  has	  to	  have	  variety	  as	  well:	  	  can’t	  just	  be,	  like,	  one.	  
R:	  So,	  it’s	  nice	  to	  have	  photos	  mixed	  in	  with	  other	  things?	  
Ca:	  Yeah,	  (...)	  and	  so	  you	  can	  just	  pick	  them	  up	  as	  well;	  so,	  like,	  the	  cube’s	  fun	  cause	  you	  can	  take	  it	  
apart	  and	  re-­‐arrange	  it.	  
Cat’s account revealed material features that empowered expression.  First, she liked having prints 
to-hand, approaching their desktop display as a precursor to their printed display, (ideally at least).  
Second, she described her wish to juxtapose ‘random things’ with photos.  She pointed out that these 
things were “not physical things”, but “things that were there at the time that weren’t photos”. It 
could be that Cat envisaged a display of digital media that included photos - a digital collage as such; 
and other media could represent contextual information about the photo’s capture.  Cat added: “it 
has to have variety”, showing her preference for collaging multiple media types.   
Perhaps Cat's words ‘not physical things’ are misleading.  She said that she wanted to include things 
alongside photos that were, actually, ‘physical’ trinkets.  She went on to express her wish for 
something that she ‘can just pick up’, ‘take apart’, and ‘rearrange’ such as the photo-cube. The 
provisional status of these items was key to their efficacy as expressive resources and this had to do 
with their ‘availability-to-hand’ (including accessibility and visibility).  Elsewhere in her account, Cat 
described the qualities of photos on ambient display.  She described plans for framing a photo that 
                                         
94 This was envisioned for her bedroom. 
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she brings to interview so that she could “pull it down and look at it”. Cat conveyed that the material 
qualities of photos, and not just their visual content, were deemed important for their availability-
to-hand. 
Across cases, the material significance of photos was related to their role as memorabilia.  Prints 
were displayed on the wall with mind to being eventually stored in a photo-box and protected from 
loss.  Cat, Michelle, Adam, Kate, Emma, and Michael all explicitly expressed this.  Emma's account is 
revisited by example: “I have a box of photographs that I keep – sort-of just: if anything – if I lose a 
load, all of my favourite photos I keep together”; “I always print off the ones I like the best just in 
case the computer crashes”. Other teen accounts resonated with Emma's sentiments.  Teens’ photo-
boxes contained film prints alongside prints from digital, largely because they had acquired the odd 
family photo that they cherished, but parents wouldn’t put on display. 
Parents shared the sentiments of their teens.  Echoing his daughter's words, Eric wanted to keep some 
of the photos, rediscovered whilst doing the tasks, in ‘a little pot’ so that he could keep them ‘to-
hand’ following the interview.  However, photos' being 'to-hand' wasn’t just about physical proximity; 
For Eric, it was about knowing how to get to something when he wanted it.  Eric demonstrated this 
when reflecting on all the task responses he’d sourced from the attic.  Irene also contributed to the 
discussion at interview. 
Er:	   I	  must	  admit,	   there’s	  a	  whole	  pile	  of	   them	  that	   I’ve	  got	  –	  that	  …	  I’ve	  kept	  them	  in	  my	  little	  pot,	  
cause	  they’re	  so	  good,	  I’ve	  piled	  them	  up	  and	  just	  kept	  them	  till	  –	  cause	  I	  want	  to	  look	  –	  I	  want	  them	  
to	  hand	   (.),	   just	   for	   some	  reason	  –	   I	  dunno.	   	   I	  need	   them	  to-­‐hand.	   	  They’re	   so	   special,	   I	  didn’t	   just	  
want	  to	  lose	  them	  in	  the	  albums	  again,	  you	  know(?).	  …	  	  Cause	  we	  haven’t	  labelled	  any	  up,	  you	  see,	  so	  
you	  –	  it’s	  hard	  to	  find	  what	  you	  want	  when	  you	  want,	  (.)	  and	  we’ve	  got(!)	  –	  I	  can’t	  believe	  how	  many	  
we’ve	  got.	  	  [To	  Irene:]	  How	  many	  albums	  do	  we	  have?	  
Ir:	  How	  many	  albums	  have	  we	  got?	  =	  
Er:	  =	  It	  must	  be	  a	  hundred?	  
Ir:	  	  Must	  be	  a	  hundred!	  	  	  Hundreds	  of	  them.	  
The ‘hundreds of albums’ that Household Six owned were broadly accessible in the attic, but the 
problem was knowing how to get to particular photos that Eric wanted to retain a ‘closeness’ to. 
The symbolic value of material things for denoting familial proximity was emphasised across accounts.  
Tasks Eleven and Twelve in the study pack invited participants to think about home displays aside 
from photo displays.  Emma chose a physical area in the corner of her family kitchen as ‘a home 
display that makes her feel part of her family’.95 
Em:	  I	  took	  a	  picture	  of:	   	  over	  there	  [points	  to	  kitchen	  surface],	  …	  you	  can	  sort-­‐of	  see	  there	  -­‐	  sort-­‐of	  
wine	  and	  coffee	  and	  all	  that;	  that’s	  always	  arranged	  there	  -­‐	  displayed.	  	  But	  then	  there	  were	  two	  of	  my	  
bottles	  from	  tennis	  that	  I’d	  just	  thrown	  on	  the	  side.	  …	  I	  took	  a	  picture	  of	  it	  cause	  it	  …	  just	  makes	  me	  
feel	   part	   of	   the	   family	   cause	  my	   (.)	   -­‐	   it’s	   just	   so	   typical	   of	   our	   family	   -­‐	   it’s	  my	  bottles	   of	  water	   just	  
chucked	  on	   the	  side	  and	  (.)	   the	  wine	   -­‐	  cause	  mum	  and	  dad	   love	  wine	  with	   their	  dinner	   (.)	  and	  my	  
brother’s	   always	  drinking	   cups	  of	   tea	   (.)	   and	  was	   just	   -­‐	   looked	   -­‐	   it’s	   kind-­‐of	   -­‐	   I	   s’pose	   it’s	   kind-­‐of	   a	  
display,	  but	  it	   just	  made	  me	  think	  about	  -­‐	   it	   just	  made	  me	  think:	   ‘Oh,	  that’s	   just	  my	  family	  all	  over,	  
really.	  …	  I	  just	  thought:	  ‘that’s	  sort-­‐of	  a	  display	  that	  we	  always	  seem	  to	  have	  there’.	  
Emma was found to express an image of family from the routine choreography, presence and stability 
                                         
95 Emma took a photo of this display with the disposable camera provided in the study pack but the exposures 
were damaged during the film processing, so unfortunately the following extract cannot be ‘illustrated’. 
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of everyday material culture.  Eric offered a similar response to the same tasks;  Photos were part of 
a broader ecology of things that were ‘just there’. 
 
Figure 43: (a) First photo of baby niece; (b) Photo of baby niece in cabinet with photo of (a) tucked away in partial 
view. 
The discussion now turns to consider in greater detail the manipulability of prints and how they 
afforded expression.  Kath talked about the recent birth of her niece as something that inspired her, 
showing the researcher a photo-print in Figure 43a.  Kath then pointed to another photo of her niece, 
which was propped up in front of some glasses in the aforementioned cabinet (Fig. 43b).  The photo 
of Figure 43a was ordinarily, Kath said, propped behind the photo visible in Figure 43b, but presented 
to the researcher because it is the first photo Kath captured of her niece and therefore had 
commemorative significance: “a new life, a new beginning”.  The photo was kept in the cabinet, 
home to many photo-prints that may not be visible, but nevertheless were deemed significant to have 
present and proximal: “everybody that means anything to me (.) is in that cabinet”.  The propped-up 
photo visible in Figure 43b, by contrast, had aesthetic qualities determining prominence in the 
cabinet. 
Another example, from Household One, shows how a very particular juxtaposition of two photo-prints 
communicated a particular set of moral obligations and personal preferences.  The arrangement also 
served to resolve a moral dilemma concerning Yvonne's handling of photos, their referents, and 
relationships with her extended family. 
 
Figure 44: (a) 2 photos of family event, one propped behind the other in Yvonne's bedroom; & (b) The propped 
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family photo ordinarily obscured (in Fig. 44a). 
Yvonne kept many photos of personal significance in her bedroom.  Propped up on her window ledge, 
unframed, were two similar photos, both captured by her cousin at a family event attended by 
Yvonne’s mother, father and sister, and sent to her shortly before both her father and sister passed 
away (Fig. 44a). Out of the two photos, one was valued for display because it was a “lovely” portrayal 
of her father.  Unfortunately this photo ‘cropped’ her sister out of the capture frame.  The second 
photo was also displayed because it included her sister (Fig. 44b).  Yvonne feared that the gesture of 
not displaying the second photo would give “more emphasis to her not being there than I meant”.  As 
with Kath’s account, the artefact and its referent were inseparable such that the photo’s material 
presence was significant.  Yvonne felt obligated to her sister’s memory to the extent that at the time 
of the study she had suspended plans to frame her preferred photo.   
“It’s	  sitting	  about.	   	  It’s	  sitting…	  So	  this	  one	  [of	  Yvonne's	  sister]	  probably	  won’t	  go	  into	  a	  frame,	  (…)	  
erm,	  (…)	  but	  the	  one	  in	  front	  [her	  preferred	  photo]	  probably	  definitely	  will”.	  
In this way, Yvonne avoided moral accountability.  Of significance to the discussion is that the prints’ 
material form enabled her to have both photos ‘present’ but subtly attribute salience to one over the 
other.  
Both examples revealed the mundane ease with which photo-prints could be physically manipulated 
to attribute particular salience to certain representations over others in the home’s material 
ecology.  Photos' manipulability was central to the workings of home curation and the domestic order 
that it reproduced.   
5.5.2 Generational Divide on Computing Proficiency 
Across all accounts, the incorporation of photoware led to the creation of digital family photo 
collections that were organised on a ‘family computer’.  This linked to a key finding concerning the 
curatorial management of photoware:  although the use of digital cameras and, in some cases, 
camera-phones, was largely constrained by parental ownership and control, the desktop computer 
was made jointly accessible to all, as is, by default, photoware and the household’s photo collections.  
Parents explained this: they understood how to use their digital cameras, but not their photoware 
(including peripherals such as printers); ‘democratic’ access to the desktop was granted in order that 
teenagers may assist curators in photowork, “to get the photos off the camera” (in Sue's words) or 
“off the computer” (in Yvonne's words).  
With the exception of Eric, Lara and Jenny, all of the participating parents explicitly expressed their 
lack of computing expertise relative to their teens, along with the constraints this imposed upon their 
use of photoware.  Yvonne viewed this as a generational issue: “we have a problem working out how 
to get photos off the computer at this stage in life”.96 Parents dubbed their teens the household 
computer experts. Sue described being ‘stuck’ with her photowork, anticipating assistance from her 
children. 
Su:	   I	  mean,	   the	  girls	   say	   they’d	  help.	  Michelle:	   she’s	   very	  arty	   and	   she	   said	   she’d	  help	  me.	   	   I’m	  not	  
technical,	  you	  see,	  so	  I	  need	  her	  to	  help	  me	  to,	  you	  know,	  get	  things	  printed	  out,	  or	  whatever.	  	  
                                         
96 Whether or not this is a gender-related issue is hard to ascertain, given the sample. 
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Sue expressed dependence upon Michelle for the handling of digital photos. 
Some of the parents appeared more technology savvy than others.  Eric didn’t mention the computer 
or digital photowork at all in his interview, whilst Jenny and Lara were the only mothers who 
described doing digital photowork without needing the assistance of their children.  Yvonne, 
Rosemary, Lara, and Irene, liaised with the researcher via email over the course of the study, whilst 
Sue and Hisako didn’t have email addresses.  This indicated mixed levels of computing proficiency 
within the adult portion of the sample. 
With regards to the parents who seemed relatively tech savvy, discrepancy was observed whereby 
they appeared less proficient than their children. In the following excerpt, Rosemary compared her 
take-up of digital with that of Kate.  Note that this except was taken from email correspondence 
following the interviews, which explains the relatively structured articulation of the response.97 
Ro:	  We	   both	   use	   a	   digital	   camera	   and	   don't	   use	   a	   film	   camera	   any	  more.  We	   each	   own	   a	   digital	  
camera.  I	  would	  download	   the	  photos	   from	  my	  camera	  onto	   the	   family	  computer	  and	  either	  print	  
them	  out	  myself	  or	  transfer	  them	  to	  a	  CD	  and	  take	  them	  to	  the	  local	  pharmacy	  where	  they	  send	  them	  
away	  for	  processing.	  	  Can't	  say	  I'm	  wildly	  happy	  about	  using	  photo	  management	  software	  as	  I	  do	  it	  so	  
rarely	  that	  I	  have	  to	  look	  it	  up	  all	  over	  again	  each	  time	  so	  find	  it	  quite	  time	  consuming.	  	  Kate	  is	  much	  
happier	  using	  the	  software.	  	  She	  will	  download	  photos	  from	  her	  camera	  onto	  her	  computer.	  	  She	  will	  
then	  either	  print	  some	  herself,	  send	  off	  for	  prints	  on	  line	  (Photobox)	  or	  take	  them	  down	  to	  Boots	  to	  
print.	  	  She	  will	  also	  upload	  them	  onto	  Facebook.	  Kate	  uses	  her	  own	  laptop	  to	  organise	  her	  photos. 
Whilst Rosemary’s take-up of a digital camera seemed fairly unproblematic, she showed resistance to 
the take-up of photoware.  She compared this with her daughter’s relative self-efficacy and hinted at 
a consequence: her daughter’s independent photographic practice at home.  She seemed to entrust 
Kate with unmonitored Internet access, echoing Kath in this respect. Kath, although quite tech savvy 
like Rosemary, also portrayed her teens as computer experts relative to her, and described calling 
upon Michael to help her put photos on CD to send to family. 
Rosemary and Kath made a further point about digital photowork and home curation: they now found 
they captured and received many more digital photos than when they practiced film photography and 
this balanced out any perceived ease of use that came with a digital camera. Rosemary wasn’t 
convinced about digital photography making her photowork any easier: "I’m not sure digital 
photography helps: … you take too many".  For Kath also, the transition to digital seemed to create 
more work: as the Internet offered additional possibilities for distributing photos, she felt obliged to 
distribute more photos to extended family than she used to. 
Mothers’ lack self-efficacy in digital photowork was found to constrain curatorial activities in some 
homes.  Yvonne expressed this when talking about one of the most prominent displays in her home, 
her “little Russian icon” in her kitchen.   
Yv:	  So	  it’s	  quite,	  sort-­‐of,	  an	  icon,	  but	  it	  hasn’t	  changed	  for	  a	  while	  and	  there	  are	  more	  ones	  that	  I	  want	  
up.	   	  So	   I’ve	  got	   to	  work	  out	  how	  to	  get	  photos	  off	   the	  computer!	   [Sighs.]	   	   I’ve	  completely	  arranged	  
everything	  in	  there,	  everything	  in	  the	  kitchen.	  
                                         
97 For example, out of all the parents interviewed, it was particularly unclear from the account produced at 
interview how Rosemary felt about practicing digital photography and her thoughts on using photoware.  She 
seemed tech savvy, describing in a task response the receipt of a digital photo from a friend by email.  So the 
researcher made further correspondence with Rosemary (via email), to which Rosemary provided an additional 
account. 
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The juxtaposition of the two comments before and after Yvonne's ‘sigh’ denoted a tension: she was in 
charge of display-making in the kitchen (her ‘domain’); but she was also constrained by not being 
able to update her displays via the computer.  Sue's perceived lack of technical competence was used 
to procrastinate over curation and fuelled a general lack of self-efficacy; the computer contributed to 
the ‘loss of voice’ reported in section 5.2.4; it became a symbolic block to her. 
The notion of collaborative photowork between parents and teens around the family computer would 
seem to imply the positive fostering of intergenerational dialogue and, in turn, intimacy and affinity.  
But positive implications were only visible in the mothers’ accounts.  It transpired in the teens’ 
accounts that, whilst the desktop offered ‘democratic’ access, it actually afforded, in terms of 
resources to-hand, an inversion of intergenerational power dynamics, and an inversion of control over 
resources for expression; teens took the dominant voice.  
5.5.3 Teens Use Computers to Undermine Curators 
Whereas mothers’ self-worth was apparently lowered by their perceived lack of technical 
competence, teens’ self-worth was bolstered.  In their individual interviews, some of the teens 
observed and acted on this phenomenon, describing their surreptitious use of the desktop to 
undermine curatorial control.  Cat described her access to the family photo collection, which was 
theoretically managed by Yvonne. 
Ca:	  Well,	  Maman’s	  got	  her	  camera	  and	  then	  her	  camera	  sort-­‐of	   loads	   them	  [photos]	   into	  one	  place	  
and	   then,	   without	   telling	   her,	   I	   go	   on	   there	   and	   make	   copies	   of	   all	   the	   ones	   that	   I	   want,	   which,	  
generally,	  are	  ones	  of	  me	  [laughs]	  and	  -­‐	   I’m	  really	  vain,	  but	   it’s	  cool,	  and	  [laughs]	   -­‐	   so	   I	   take	   those	  
ones	  and	  then	  I	  sort-­‐of	  view	  them	  as	  mine.	  	  But	  she	  has	  copies	  of	  them,	  so	  it’s	  cool.	  
On the desktop, Cat was at liberty to duplicate her mother’s photos and handle them as she pleased. 
More to the point, this was done unbeknown to Yvonne.  Although Cat claimed to protect the 
organisational structure that Yvonne has put in place, elsewhere in her account she claimed “hiding” 
her mother’s photos at will. 
 
 
Figure 45: (a) Photo captured by Cat's sister Marcia for ‘teasing’; (b) Photo of Marcia captured by Yvonne that Cat 
wants to use to tease her sister with. 
Hiding family photos from the curator was a means for Cat to escape both parental monitoring and 
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playful coercion by her sister, Marcia.  She referred to the photo in Figure 45a: “it’s in the depths and 
depths of my secret, secret files [laughs], cause I keep everything, well, in a secret file and then 
there’s things which I’ll delete from every other person’s account and then just keep mine in case it - 
I don’t know why - blackmail or something”.  Both sisters exercised this coercion.98  But Cat's desktop 
activities were invisible to her mother, therefore impossible to monitor.  Issues concerning the 
misrepresentation of other household members were raised here, in different ways: Marcia, was also 
computer savvy and capable of manipulating Yvonne’s image files; in this instance Cat hid files from 
her sister to protect herself from being ‘blackmailed’. 
Desktop activities presented issues surrounding parental monitoring more generally.  Examples 
provided throughout the report illustrate the curators' familiarity with their teens’ bedroom displays: 
they could visually monitor them for the appropriate use of content.  Sue could observe when 
Michelle took a photo print of ‘mum and the four girls’ from the ‘family photo-drawer’ and displayed 
it on her bedroom wall.  But Sue couldn’t monitor the photos that Michelle displayed on MySpace.  
Although Sue wasn’t privy to Michelle’s MySpace activities at interview, the researcher discerned a 
broad issue for Sue: whilst Michelle's MySpace displays weren’t intended as familial representations, 
they did present an image of her to others that, whilst living at home and in her care, Sue would feel 
obliged to protect in the interests of her family.  
Desktop displays were found to undermine the parental sensibilities, outlined in section 5.2.5, which 
were considered important for protecting the household and its representations.  Remember the 
example of Eric, Emma and the tension surrounding the potential online display of Eric's ‘provocative’ 
photo that was previously discussed?  Following the dyadic discussion and despite her father’s explicit 
disdain at the prospect, the researcher watched Emma use her camera-phone to make a copy of the 
photo.  She was then at liberty to display it as a ‘family photo’ independent of her household and 
unbeknown to her father. 
Teens’ motivations for taking ownership of photos on the family computer were found to be multiple 
and nuanced. Cat claimed photos for fear of her sister blackmailing her, but also because they had 
idiosyncratic value not shared with rest of family.  For instance, the researcher asks Cat why she had 
hidden but not deleted the ‘contentious photo’ of Figure 45a. 
I	  don’t	  know!(?)	  (...)	  Cause	  my	  friend,	  Imogen,	  (...)	  erm	  (...)	  was	  there	  and	  (...)	  she	  kept	  teasing	  me,	  
(...)	  afterwards.	  	  …	  	  It’s	  slightly	  to	  remind	  me	  (.)	  that	  I’m	  never	  gonna	  dance	  with	  someone	  there	  if	  
my	  sister	  is	  anywhere	  near	  (.)	  with	  a	  camera,	  (...)	  [tut]	  sort-­‐of,	  cause	  bad	  things	  happen	  like	  that.	  	  (...)	  	  
I	  really	  don’t	  like	  that	  photo:	  (...)	  ‘Urgggh’.	  
Later, Cat adds: “Oh, I don’t know, I’ve sort-of grown fond of it; it just sort-of amuses me (.) in the 
way that I can fee so cross with her; [sighs] and obviously it’s useful and random things”.  So the 
capture event actually created a fun story between friends and, as time passed, this was emphasised.  
Essentially, this instance communicates how the desktop computer can open up a digital domain for 
teenage expression at home that appears to be independent from curatorial rules or parental 
monitoring. 
                                         
98 It has already been noted in section 5.2.5 that Yvonne expresses a need to monitor the display of photos by her 
daughters for teasing or coercing each other. In the dyadic interview, Cat intended to use the ‘shower photo’ of 
Figure 45b (see section 5.2.5) to tease Marcia: “Marcia hates that photo”. 
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In sum, it became increasingly apparent that desktop display making could undermine the power 
relationships that are deemed important for ordering and ultimately protecting family households and 
their portrayals.  Accounts showed that the public and ambient displays of digital photos were still 
curated by mothers but with more difficulty and less control than with film-based prints.  As pointed 
out, curators continued to practice home mode, retaining the form of this practice by printing from 
digital.  But, the pervasion of digital technology into their homes, the increasing volume and 
multiplicity of digital collections, their transmutability and the new technical competency required to 
handle them all combined to increase the complexity of curatorial activity.  As a result, the 
availability, manipulability and contextualisation of digital photos became key issues for home 
curation. 
5.6 Study One Discussion 
In essence, photographic representation concerns the politics of family life.  In the interpretation of 
the findings above, photos have been conceptualised as expressive resources for making 
representations of self and family; and, by extension, photo displays have been conceptualised as 
situated acts afforded by a home’s domestic order.  In this section, the principle research objectives 
of the study can be revisited.  To recap, the objectives were: to understand how intergenerational 
photo displays mediate self and family representation in the family home; to understand how 
intergenerational relationships empower and constrain photographic expression at home; and to 
understand how technology mediates this so as to produce socially engaged considerations for the 
design of future display technologies. More broadly, the study has been concerned with family photo 
displays in the context of photography’s digitisation and the 'democratic' nature of this digitisation. 
5.6.1 Self Versus Other: Photo Displays Show Self-processes 
First, accounts of meaning making around photo display may be used to illuminate the working 
components of the dialogical self.  Though a unique, bounded entity, the self is understood to be 
multivoiced, or polyphonic, and defined by relations beyond its bounds, including the collective 
voices of culture (Hermans and Kempen, 1993; Hermans, 2002; Valsiner and Han, 2008).  Photo 
display practices observed in this study concerned the presentation of self to others; the self 
represented by others; and a particularly subtle intrapersonal reflexive activity.  These dynamics map 
on to what Bakhtin identifies as three 'common constituents' of selfhood: I-for-myself, the other-for-
me, and I-for-the-other’.  These 'constituents' form the basis of polyphony; they were introduced in 
Chapter Two and have heavily influenced DST (Hermans and Kempen, 1993). And the notion of the 
self composed of 'a repertoire' of multiple I-positions.  In essence, I-positions are akin to identities. 
After Bakhtin, an 'I-position', is considered to be a semantic position, a point of view on the world' 
(Bakhtin 1984, xxxvi). 
The way in which photo displays mediate the representation of self and family may be linked to the 
three constituents. Questioning the use of photos for representation, findings reveal a significant 
domestic practice of home curation being carried out by the mothers of the households.  Home 
curation has been characterised in the previous chapters as an activity that reproduces and engenders 
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sociocultural constructs, the collective voices of others, and the organisation of home, through the 
handling of photos.  The social function of curatorial work has been established in the preceding 
sections; curators' accounts resonated with the collective voices of familial proximity set out by 
Bourdieu (1990) and Rose (2003; 2004; 2005) respectively.  Mapping the social expectations and moral 
accountability that motivate curation to the three constituents of selfhood can now consolidate this 
understanding.  
Photo displays & social functioning 
In the mind of the curator, 'I-for-the-other' invites the question of 'how I may be judged as a wife, 
mother and housekeeper'.  'Others-for-me', concerns 'how such judgments impact upon my self-worth 
in the home', and 'how my duties to my other household members influence my relationships with 
them and vice versa'.  These collective voices, amongst others, were identified in curators’ accounts.  
Also, the 'I-for-myself' may be mapped to the private dialogues that were engaged around curated 
displays by those that encountered them. 
Yvonne's account of the 'bathroom tile display' illustrates this well.  The display was part-shaped by 
her wish to express herself as a photographer.  At interview, she voiced concern about expectations 
of maternal accomplishment by referencing her daughter's 'coming of age'; the display also served a 
reflexive function; coupled with aesthetic engagement is her personal 'celebration' of her 'exquisite' 
daughter.  There were also meanings and signs, embodied in the display that were read by others and 
were inaccessible to Yvonne; her daughter expressed defiance in dialogue with others that was 
unknown Yvonne, symbolised by a referent in the photo that Yvonne couldn’t see; and Yvonne was, 
therefore, viewed by others, including the researcher, as someone who did not always see the 
defiance her daughter expressed towards her.  This defiance was interpreted by the researcher as a 
bid for autonomy, and was a motivation that Yvonne, with her strong maternal bond to Cat, could not 
easily empathise with.  Hence, multiple voices surrounded this display; and the multiple expressions 
of family that it represented were inextricably tied to the functioning of the mother-daughter 
relationship in the context of other relationships, including relationships with the home’s artefacts. 
Central to DST is the notion that I-positions can be given voice in order to serve a particular 
psychological function in a particular context. This can be fleshed out in reference to the case just 
given, of Yvonne's curatorial activities.  According to DST, the multiple identities that Yvonne 
adopted when she talked about the 'bathroom tile photo' and other home displays, may be expressed 
as multiple I-positions that populated her imaginal landscape.  These identities included curator, 
mother, wife, daughter, sister, housekeeper, decorator, photographer; and they were formed in 
dialogue with other people and things, including the home’s material ecology.  Many such identities 
may, in theory, be encountered as social constructs - collective voices - but transformed when given 
voice in any given moment (Josephs, 2002).  The movement between these positions evokes the 
innovative, agentic, and answerable features of selfhood.  The familial is an example of a collective 
voice, embraced in different ways by different participants in the study.  
Hermans and Kempen (1993) extend Bakhtin's ideas to suggest that certain I-positions are particularly 
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salient or 'dominant', relative to others, in any given context.99 The phenomenon of relative 
dominance is explained in terms of people's performance in particular domains of their life; this 
points to motivational, evaluative and emotional-volitional aspects of felt life.  This can be 
elaborated further here in relation to the study.  In the case of the participating teens, self-processes 
were illuminated as a developmental function of emerging adulthood, in the articulation and 
interrelation of multiple selves.  Accounts showed teens trying out 'possible' or 'ideal' selves in 
particular domains (e.g. Michelle on MySpace).  These ideal or possible 'selves' may be re-
conceptualised as I-positions. 
In the cases of participating parents, the collective voice of the familial was found to be dominant 
when they talked about family in the presence of their teens.  Other I-positions were less connected 
to the familial. For example, positions that didn’t represent integration (unity), or leisure) were 
voiced in contexts less associated with the household-at-large. Yvonne only voiced her identities as a 
daughter and a sister in her personal interview and away from the household’s communal spaces.  For 
various reasons that mainly surrounded the death of her sister, the photos of Figure 44 evoked moral 
anxiety: the accounts they supported compromised broader social expectations of her home displays 
by those beyond the household; and the emotional complexity surrounding their content was 
something that Yvonne felt morally obliged to frame in a particular way within the household.  This 
case shows how the dominance of voices may be directed by parental and adult sensibilities in order 
to promote the healthy functioning of the household-at-large.  Their dominance may be associated 
with place and the form and arrangement of material culture. 
A function of intergenerational photo display making, then, was for parents to instil moral, social 
values in their teens.  In the sections above, the use of photos to assert curatorial narratives may be 
related to Middleton and Brown’s (2005) model of remembering: in particular the impressing of 
narratives is likened to Halabwachs’ notion of ‘conventionalising cultural resources’ and ‘inscribing a 
collective framework’.  This key finding also recognises the ethical dimension of self-other relations 
fore grounded by Bakhtin.   
Photo displays & self-development 
Accounts also showed the mediation of photos in wellbeing and self-development.  Hermans (2008) 
points out that the Bakhtinian notion of multivoicedness may evoke a sense of the pathological, 
because a person's wellbeing is associated with the notion of unity and homogeneity within the self-
concept.  DST, he suggests, presents theoretical scope for the possibility of 'multiplicity in unity', 
whereby seemingly opposing or contradictory views of the self can be set in dialogic relation to be 
made sense of; the concept of the I-position enables what he calls "inclusive opposition between unity 
and fragmentation" (2008:189).  Focussing on the movement between different I-positions that 
apparently contradict each other, Hermans conceptualises an 'active shifting' between positions, and 
that well being is located in this movement.   He suggests that well being is not signalled by the 
number of positions in the self per se, rather by the nature of their organisation; it is about flexible 
movement between I-positions and 'making sense' of their interrelations (2002, 153).  
                                         
99 Hermans has taken this further to suggest that an individual's constituent I-positions comprise a 'society of mind' 
(2002) in which social dominance is expressed, (as it its in a society). 
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Lara's account illustrates, as a case in point, the 'working out' of multiple opposing selves. Lara 
described her inability to resolve what can be now viewed as incompatible I-positions.  These voices 
may be 'grouped' in terms of those related to her experience of family life in her 'first household', as a 
daughter and a sister, and those relating to her family life in her 'second household', as a wife and 
mother.  A collective voice mediating these various identities was interpreted as the familial voice.  
At interview, Lara described her rejection of the familial when she accounted for the total absence of 
any photo displays in the home of her current household:  "family is, for me, not about an ideal thing'.  
She pointed to a family photo album depicting her childhood and her wedding photo, both associated 
with past selves.  For Lara, this portrayal did not represent 'real' family life, only a social construct, a 
'picture-perfect' view; indeed the incongruity between the real and the imaginary, made persistent 
through the album's persistence, provoked feelings of anger and sadness in her. She described actively 
not identifying with the familial voice and distancing herself from her former family life: "I'm not that 
person now".   
Curiously, her participation in the study prompted her to reason through these feelings.  At interview 
she described a process of connecting with the photo to distinguish a past 'self-as-household-member' 
from a present 'self-as-household-member'.  
It	  was	  to	  do	  with	  me	  trying	  -­‐	  it's	  -­‐	  it	  was	  an	  identity	  thing:	  it	  was	  to	  do	  with	  me	  trying	  to	  place	  who	  I	  
was	  and	  make	  sense	  of	  things	  and	  relationships	  we	  have	  as	  adults,	  I	  think.	  	  And,	  I	  just	  -­‐	  it	  was	  just	  an	  
instinct,	  I	  think,	  to	  look	  back	  at	  (.)	  young	  childhood	  and	  to	  try	  and	  see	  who	  I	  was,	  who	  we	  were.	  
Once prompted, this sense-making activity was 'intuitive'.  Lara recognised that the photos could have 
a new place in her present life; and the 'family photo', and family relationships, could have a new 
meaning.  This may be interpreted as a process of self-development and epistemological growth in 
Lara, mediated by photos.   
The sense making on multiple selves in teen accounts also illustrates this growth. 'Past selves' were 
reproduced through the telling of autobiographical and family narratives associated with childhood 
photos displayed around the home; these functioned to make teens feel part of their family, feel a 
sense of autobiographical continuity, feel loved, and feel safe.  Each teen's engagement with a 'past 
self' was found to be dynamic, too, in the sense that each encounter with a photo and its referent 
would form a unique dialogical exchange between self and other that was transformative, that 
shaped their relation to their past. 
The agency and artefactual significance of photos in sense making, as shown in the examples above, 
can be accounted for using the conceptual framework of the dialogical self. 
Bakhtin	   has	   emphasized	   the	   spatial	   nature	   of	   narrative	   by	   his	   term	   juxtaposition.	   	   …	   	   As	   part	   of	   a	  
narrative	   juxtaposition,	   characters	   are	   portrayed	   as	   conversing	   with	   each	   other…	   As	   Bakhtin	   has	  
described,	  it	  is	  even	  possible	  to	  translate	  temporal	  relations	  into	  spatial	  structures,	  by	  juxtaposition	  of	  
different	  periods	  in	  our	  life.	  	  A	  person	  can,	  in	  an	  imaginal	  space,	  move	  from	  the	  present	  to	  the	  past	  or	  
to	  the	  future,	  and	  back.	  	  When	  the	  person	  comes	  back,	  he	  or	  she	  has	  more	  or	  less	  been	  changed	  by	  
the	  dialogical	  process	  itself.	  	  (Hermans,	  1996,	  33)	  
Hermans emphasises the importance of the temporal dimension in this juxtaposition. 
(T)ime	  and	  space	  are	  of	  equal	  importance	  for	  the	  narrative	  structure	  of	  the	  dialogical	  self.	  
Narrative juxtaposition affords sense making and promotes the development of self-understanding.  
Photos are seen to assist in a dialogical process of change.  Drawing, in addition, from Bergsonism 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
5. STUDY ONE: PART II  
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
157 
(Middleton and Brown 2005): photos are artefacts with their own durations and photos’ referentiality 
affords the juxtaposition of past and present voices.  In this conception, the viewer’s duration is 
juxtaposed with that of the photo’s referent; and the juxtaposition of durations is, perhaps, that 
which sparks dialogical exchange. 
In sum, the handling of photos in the family home has illuminated the act of composing multiple 
'voices' or I-positions in the 'repertoire' of the self.  More than this, accounts show how various 
‘positions’ within the dialogical self may be empowered and disempowered by domestic photo 
displays, reflecting a psychological functioning within intergenerational power relationships that is 
mediated by artefacts.  The form, content and situated occasion of photos displays was found in to be 
agentic in activating voices in the self that direct the psychological functioning of self and family. 
5.6.2 Home Curation Versus Teenage Expression 
Home curation was found to reproduce the conventions of home mode photography through 
traditional framing activities and album making based on paper prints (Chalfen, 1987; Bourdieu, 1990; 
Rose, 2003, 2004, 2005). These conventions were found to remain intact despite the fact that all 
these households had effectively switched to digital photo capture.  Whether through lack of interest, 
aptitude or preference for the tangible, mothers printed from digital as a means to preserve their 
existing practices, which were potentially enhanced by photos being supplied to them by their 
children.  Home mode conventions were reproduced in the content of photos, too: curated displays 
retained the subject matter of familial integration (Bourdieu, 1990; Rose 2003, 2004, 2005).  This was 
shown through tasks relating to the representation of family: only one out of eight teens presented a 
photo ‘representing family’ that they, themselves, had captured.  Interestingly, teens presented 
mainly images of themselves for this purpose rather than images of the family.  It appeared that 
‘family photos’ were typically captured by mothers, regardless of whether or not the photo was 
captured on a digital camera.  In every participating household, the mother continued to assume the 
roles of family photographer, family chronicler and home curator.   
The compliance of teens with these roles and activities was not merely passive, but reflected, 
arguably, a genuine appreciation by teens of the sense of familial stability and autobiographical 
continuity that they offer.  Remembering their childhood through photos was important to the teens, 
rendering the display of childhood photos at home highly significant and the artefacts highly 
treasured.  Given this, the practice of curation was deemed significant for both teens and parents in 
home life, and, as extrapolated in the section above, carried an important function in directing the 
household’s social organisation and its connection to the place of home itself.  These findings extend 
those of Drazin and Frohlich (2007) who point to a variety of ways in which printed photo displays are 
framed and positioned around the home to reflect the social, moral order within and beyond the 
household.  Accounts reveal the importance of the mother in managing this process and its 
continuation into a more digital and digitised world.  
The perpetuation of home mode curation in households that have ‘gone digital’ also supports findings 
from another recent empirical study, by Miller and Edwards (2007).  Although not adopting an 
intergenerational perspective, these authors distinguish forms of home mode display from those 
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associated with emerging practices peculiar to the take-up of digital.  Most significant here is their 
claim that those practicing post-digital Kodak culture retain forms of communication relating to the 
display of photos to a known and invited audience.  Home mode practice is shaped by concerns for 
ownership and privacy of content.  This is partially reflected in the findings through the distinction of 
within-household-displays from beyond-household displays in curatorial practice: displays made to 
people ‘beyond the household’, such as visitors, friends or extended family, were distinguished from 
those made ‘within-the-household’.  This represented the careful orientation of particular photos to 
particular audiences and was supported by traditional photo-albums.  By contrast, emergent cultures 
embrace the affordances of the Internet to display photos to unknown and public audiences.  Teen 
photography might be aligned with these emergent cultures and acknowledges teens’ tendency to 
post rather than send photos within the context of Miller and Edwards’ distinctions.  This difference 
in teen and curatorial practice will underpin the rest of the discussion. 
Teen photography supports teen autonomy 
Through recognising teen photography, the study generated insights about the way in which teens 
drew upon photographic tools and content to express a sense of autonomy.  Informed by recent 
theoretical expositions of the developing self from a social perspective (e.g. Harter, 1999; 2003), 
teen expressions of selfhood were identified in terms of exploring and adapting possible selves, and 
integrating multiple selves into coherent self-representations.  Excerpts have been presented in 
section 5.3.1 to illustrate these features and how they signal emerging adulthood.  Photos offered a 
means for teens to reflect upon their own developing selves and were are part of a network of 
relationships that produced this sense making. 
The teenage bedroom was a place to express autonomy, through dynamic displays of printed, 
collaged photos.  The content and nature of bedroom displays positively informed teen self-
evaluations, and, by extension, the fostering of self-worth.  Bedroom collages were material 
manifestations of personal experiences, to be narrated on both an interpersonal and intrapersonal 
level.  Photos were displayed with apparent spontaneity; yet were carefully crafted.  Photos’ 
placement was key for their visibility, for example, for Michelle: “so I never forget that’s what I love 
to do”. The central role of friendships in self-presentation at home was noted as it fostered an 
independence from parents, but, in half of the cases (of Cat, Michelle, Adam and Emma), family 
photos were also displayed, showing the significance of family in teenage expression. 
Teen photography at home represented both collocated and remote, or virtual, communications.  A 
couple of the teens (Michelle, Caroline and Kate) also had Internet access from their personal 
laptops; and bedrooms became sites for online displays - photos were posted online from bedrooms, 
displayed and stored online.  Whilst teens had a sense of the audience for their bedroom walls, they 
seemed less sure of who saw their photos posted online and also, in contrast to curators, seemed 
relatively less concerned to know.  Coupled with this was the sense that teens shared ownership of 
their photos with their peers.  Photos captured by multiple photographers of a given event were 
shared, duplicated, gifted and exchanged via the sending of photos to each other online; whilst social 
network sites and online archives were relied upon for sourcing and sharing photos that had been 
posted. These features of teen photography all chime with Miller and Edwards’ (2007) work on 
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emerging digital practices. 
Elsewhere in the home, teens expressed less autonomy.  They were seen to be strategic and 
opportunistic in ‘territorialising’ the curatorial domain, making temporary digital displays using 
parents’ capture devices.  The parental ownership of tools and resources, an expression of domestic 
order, became somewhat irrelevant after photos were downloaded to the desktop. By surreptitiously 
manipulating digital files, teens created further opportunities for self-expression in the digital 
domain, independent of their parents. 
Digitisation problematises curation 
Leading from this, findings revealed intergenerational differences in the take-up of digital 
photography.  In these households, curators’ take-up was only observed to the extent that they used 
a digital camera.  Curators perceived the desktop and its photoware as obstacles to the practice of 
digital photowork, including the download of photos from a camera to the computer. Curators 
accounted for these difficulties as computer literacy issues.  Consequentially, digital photos were not 
available to-hand for chronicling and curating in the same way that film photos are.  By contrast, 
digitisation was comprehensively taken up by their teens, who manipulated digital photos using 
photoware and displayed photos via printing for bedroom walls, emailing to friends or posting on 
social network sites. 
These intergenerational differences may be related to the achievement of curation as domestic 
order.  In this endeavour, digitisation is seen to problematise curation.  To unpack this problem in the 
analysis of accounts, it has been useful to return to the three essential components outlined by 
Crabtree et al. (2004) in Chapter Two, (and discussed in section 5.5.1 above) for the achievement of 
photo-sharing with paper prints: readiness to-hand, manipulability and contextualised photo-talk.  
The first of these three points has just been addressed in terms of issues: as digital files, photos are 
relatively inaccessible to curators; photos have to be printed in order to be made available to-hand 
for practicing home mode; and the printing process can require a dependency on teens. 
The second point relates closely to the first, but invites an interesting discussion about controlling the 
distribution of representations in the digital domains.  Findings show the potential for multiple 
representations of self and family to coexist at home.  The act of capturing a photo of a print on a 
camera-phone, or duplicating digital image files on the desktop, exemplified the ease with which 
digital photos could be manipulated by teens.  Furthermore, the meaning of a family photo was found 
to change through teen handling in an alternative presentational context.  Here, Crabtree et al.’s 
third point about the production of accounts may be elaborated.  The salience of the narratives that 
accompanied teen displays could not be curated in same way that they could when albums or ambient 
home displays were constructed; control over photo-handling was decentralised via the desktop.  In 
many cases, teens echoed the curatorial narrative of family (e.g. Michelle echoing Sue), but in other 
cases they constructed an alternative narrative that was deemed curatorially misrepresentative (e.g. 
Emma misrepresenting Eric).  Arguably, this decentralised distribution had negative implications for 
the practice of home curation and, by extension, family photography. 
Building on existing research on domestic displays and their coordination (Crabtree et al., 2003, 
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Crabtree and Rodden, 2004, Crabtree et al., 2004), the extension of ‘display acts’ into the digital 
realm problematised the visibility of resources by which members established and managed self-
expression, that is, the demonstrability of their photo displays, at home.  Thus, photoware afforded 
something of a ‘curatorial blind spot’.  Not only was individual control afforded by photoware in a 
way that was not possible with film photography (Kirk et al., 2006), but it was also seen to interfere 
with the parental control, with implications for the social and moral ordering of home. 
5.6.3 Curatorial Domain Versus Online Domains 
For the majority of curators participating in the study, the physical and digital worlds were perceived 
as being very separate from each other.  At a time when family websites were rapidly populating the 
Internet and social network sites and blogs rapidly taken up by people of all ages, there was the 
potential at interview to discuss virtual family portrayals with the parents.  However, the notion of a 
'virtual home' or a 'virtual platform' for portraying family did not figure much in the mindset of these 
parent-curators.  This extended to power relations, too, and the notion of a 'virtual domestic order'; 
for example, none of the parents attempted to arbitrate online displays by installing parental 
monitoring software on their family computer or teen laptops.  This apparent absence of online 
monitoring may be interpreted in relation to curators’ lack of computing proficiency and their 
ignorance of the subversive potential of desktop activity.  The only show of parental control on teen 
Internet access was in Household One, with Yvonne disabling Internet access on Cat's personal laptop. 
The findings suggest that, when coordinating their family portrayals, these curators could have 
benefited from paying greater attention to the digital world alongside the physical world.  In 
particular, they could have embraced online domains as part of their curatorial domain.  In this 
section, discussion will revolve around the idea of online curation.  Various strategies shall be 
presented for curating digital content including the encryption of digital photos.   
If the doctoral project more broadly aims to support the social functions of photo displays in family 
homes, then it must consider how to support curation in an increasingly digitised home.  Issues 
concerning teens posting photos from the home to websites could be addressed in terms of making 
their online activity more visible to curators; design considerations for supporting curation could 
include the introduction of control mechanisms for ‘monitoring’ teen distribution of photos from the 
desktop to online platforms.   
At the time of writing (2010), the parental monitoring of incoming content from the Internet to the 
desktop is well supported by commercial desktop applications.  However, at the same time, the 
monitoring of outgoing content is under-supported, presenting a novel innovation space for family 
photoware.  To expand upon this, existing monitoring software100 takes advantage of the family 
computer as an Internet gateway and includes three main functions: the chronological logging of 
window activity, IM chat history with real time alerts to contentious content; the blocking and 
filtering of contentious content; and time-based access to application use.  These 'parental controls' 
are currently being built into operating systems or are available from some social networking site 
                                         
100 For example: http://www.parentalspy.com.  Accessed 04. 05. 10.  
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providers (including MySpace).  Despite the commercial availability of these services, however, the 
online posting of individual photos from the home remains a problem for monitoring.  As Crabtree et 
al. (2004) point out, once photographic content is posted online, its further manipulability is near 
impossible to control.  The encryption of individual photos is commercially available through 
'watermarking'101, but is not, arguably, integrated into services for the domestic-familial context in a 
way that supports curatorial control.  This is not least because existing services are found to be 
corruptible: it is universally acknowledged that, despite watermarking, it is impossible to stop digital 
reproduction (of images) via their analogue conversion.  This ‘impossibility’ is known colloquially as 
‘the analog hole’.102 
Despite being commercially established, control of the privacy and disclosure of online posts still 
relies heavily upon the social order within online friendship networks and the domestic order within 
family households, rather than service providers.  This is reflected in service providers' Terms of Use 
(e.g. Facebook103).  In light of this phenomenon, parents’ apparent ignorance of their teens’ posting 
activity in the Study One sample can be drawn upon to frame a central issue for curatorial control 
(and parental mediation) more generally.  At the time of the study, this issue was being increasingly 
engaged in the public consciousness, through phenomena such as the grass-roots development of 
online forums, and also, at policy level, through UK public service websites.104  These forums point 
parents towards commercial monitoring applications whilst offering interpersonal strategies for the 
local mediation of initial online postings (i.e. those made inside the home).  A number of sociological 
studies have highlighted the potential of the Internet as a valuable means for educating parents and 
fostering social networks on family issues (see Hughes and Hans (2001) for a summary). 
Parenting & perceptions of online domains 
In the wake of Web 2.0 and the take-up of online social network sites, many empirical studies have 
explored the relationship between parents' social, moral ordering of the home and their online 
monitoring of teen representations.  Some of this work has also considered how parents' perceptions 
of online life affect their teens' perceptions of online displays and their behaviour. 
An early US study by Eastin, Greenberg and Hofschire (2006) provides considerable insight into how 
approaches to parenting impact upon the parental mediation of online teen activity.  Building on 
work by Baumrind (1991) concerning parenting styles, the authors suggest that parents who exercise 
relatively great parental control and, at the same time, express empathy and affection towards their 
children, are more likely than ‘neglectful’ or ‘authoritarian’ parents to discuss Internet content and 
use with their teens, use limiting or restrictive techniques on use, use blocking software.  However, 
in addition to the observations on parenting styles, the authors highlight a discrepancy between the 
perceptions voiced by parents across their sample about the risks presented by online disclosure, and 
the actions that the same parents took to monitor or mediate their teens' online activity: "although 
parents are highly concerned about their children's online activities, they do not actively monitor 
                                         
101 http://www.visualwatermarking.com. Accessed 04. 05. 10.  
 
102 http://en.wikipedia.org/wiki/Analog_hole. Accessed 04. 05. 10.   
103 http://www.facebook.com.  Accessed 04. 05. 10. 
 
104 http://www.direct.gov.uk. Accessed 04. 05. 10.   
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them" (2008, 469).  Hence, the authors paint a picture of general parental ignorance.  This is in line 
with the parents in the Study One sample, who practiced an Authoritative style of parenting and, yet, 
still seemed to show 'neglect' in mediating their teens' online activity. One explanation could be that 
parents are less likely to use monitoring software with older teens (Wang et al., 2005). 
Rosen et al. (2008) suggest that "adolescents have more knowledge about the online world and 
parents may feel inhibited or uninformed about potential dangers" (470).  These findings complement 
the Study One findings in establishing that parents' perceptions of how digital domains mediate the 
home were markedly different to their teens'.  It could suggested, in addition, that these perceptions 
were shaped by self-evaluations about computing proficiency and self-efficacy in various digital and 
online domains; and teens appeared to feel far more efficacious than their parents in these domains. 
Rosen et al. (2008) propose strategies for tackling this issue, advocating local, inter-personal 
mediation.  The authors posit that, in order to minimise the potential risk to their teens of negative 
online experiences and ensure Internet safety, parents should "take a more active role in setting 
limits and monitoring their behaviour" (ibid.).  The key take out from this part of the discussion is 
that inter-personal dialogue between parents and teens, at home, is understood to be crucial for the 
curation of online teen displays.  This is in line with the notion of demonstrability, introduced above. 
It is worth reflecting more generally on curatorial perceptions of domestic space and the digital (or 
virtual) domains that pervade it.  Dourish (2006) has explored the significance of space perception in 
an increasingly digitised world.  Foregrounding the nature of space as a human, social construction, 
he discusses how it enables and constrains people's interactions, determining access to technology, to 
training, to opportunities for manipulating artefacts; and vice versa, how technologies transform 
opportunities for understanding the structure of space.  He suggests that networked, wireless, digital 
technologies cause people to "re-encounter everyday space" (ibid, 301).  Furthermore, he introduces 
the idea of 'tactical spatial practices' as "the ways in which people create their own meaning for 
spaces, individually and collectively, through the specific ways in which they move through those 
spaces and put them to use" (ibid). This is reflected in the Study One accounts: parents positioned 
themselves as computer novices and reproduced barriers to computer use, to their 'performance' in 
the digital world.  Similarly, teens described feeling empowered by computers (including camera-
phones): the digital domains as creating opportunities for overcoming the power dynamics enforced 
within the home’s 'physical' space.  The study’s findings on digital space perception also foregrounds 
the challenge of 'digital housekeeping' (Tomlie et al. 2007) and specifically the challenges presented 
by the invisibility of digital, networked domains for ordering the home, and the technical proficiency 
required (Grinter 2005). 
5.6.4 Screen Versus Print Display 
Part of the conceptual ‘block’ (in Sue’s words) to curating digital media concerns the issue of 
materiality.  The manipulability of the photo-print was found to be central to performing home 
curation: photos were physically manipulated to create visual ecologies; tangibility and manipulability 
were key to expression; and digital photos were frequently printed for display.  This goes for 
intergenerational display in general: as with the mothers' displays, teenagers' bedroom displays 
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exhibited a rich ecology of tangible artefacts whose manipulability was often key to their provisional 
and ad hoc status. These findings provide empirical backing to existing contemporary studies that 
emphasise the perceived significance of photos’ tangibility in a post-digital age (e.g. Edwards 2009). 
Thinking about how the curatorial domain could embrace the digital world including the online 
domain, findings spark reflection on design ideas that harness the affordances of paper whilst 
embracing the dynamic affordances of digital imaging and the potential of tangible computing.  
Inspiration could be taken from technological developments in electronic paper (e-paper) to consider 
digital displays of photos on electronic (screen) surfaces that leverage affordances of photo prints to 
the extent that they are movable, hand-held and lightweight.  Recent technical experiments include: 
the ‘Post-Bits’ prototype that builds on the affordances - and interaction aesthetics - of ‘Post-it’ 
notes to enable casual gesturing (Matsumoto et al., 2005); and the ‘SecondLight’ prototype that 
extends tangible interaction with digital images beyond the computer desktop and across multiple 
surfaces (Izadi et al., 2008).  There have been some commercial developments in digital printing that 
embrace some of these interaction aesthetics along similar lines.  One example is the Polaroid PoGo 
Printer, designed to enable the portable and instantaneous printing of digital photos.105  It comprises 
a small portable printer with a USB connection, and photos can also be printed wirelessly via 
Bluetooth.  This kind of instantaneous printing technology has the potential to bypass some of the 
issues with handling photos on the desktop.  
In light of the findings, there is potential for the ecological nature of curated photo displays to be 
supported through the Ubicomp paradigm of computing and the physical distribution of multiple 
digital display devices, dedicated to digital photo display, across the home environs.   As outlined in 
Chapter Two, recent developments in table-top and surface technologies (e.g. O’Hara et al., 2003) 
have started to address issues concerning the demonstrability of digital photo displays within 
collocated social interaction, but not in terms of curatorially distributed sites.  Elliot et al. (2005; 
2007) have, through their own empirical studies, highlighted the value in leveraging the home's 
material ecology in the design of digital systems, but haven't addressed photography.  As already 
noted, none of the Study One participants owned a digital photo frame at the time they were 
interviewed, nor expressed interest in acquiring one, so it was hard to gauge from the findings how 
this class of display device may be taken up in familial-domestic settings.  Consequentially, the 
phenomenological significance of a photo-print versus the screen display of a digital photo, situated 
beyond the desktop, is a research subject that remained under-explored at this point in the project.   
A dynamic portrait 
Whilst they weren't able to speak from real-world experience on the subject, some participants 
speculated on how digital display technology may support the photographic expression of family 
beyond the screen of their family computer.  When asked to speculate on how they might ‘ideally’ 
portray family at home, all participants advocated a collage of photos at a ‘central’ display site that 
would double-up as the site of an ever-growing family archive.  Some of the participants – both 
parents and teens - did not engage with the possibilities of digital.  Ideas included an assemblage of 
                                         
105 http://www.pcworld.com/video/id,846-page,1-bid,0/video.html. Accessed 04. 05. 10. 
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printed photos arranged in a single frame or clustered frames; and a situated screen display of 
multiple digital photos.  For those that proposed a digital collage, it was envisaged as being visually 
homogenous, localised and discrete in form, but also updateable via access to the archive it would be 
connected to.   
Indeed, with both the paper and digital concepts, participants envisaged the 'collage' system as being 
inherently dynamic.  That is, they expressed the desire to be able to represent multiple events that 
unfold over time, of family ‘going through the ages’, in Eric's words, and also wanted to able to select 
what to display at a given time.  Rather like a photo album, the 'collage' would afford ambient 
displays as well as more directed engagement.  The notion of the portrait as a dynamic display ties in 
with the concept of self and family representation as a dynamic performance of multiple voices.  
Building on the possibilities for tangible computing that have just been outlined, one could speculate 
upon the potential for these desired features to be supported by computer-related design, most 
obviously because of the dynamic affordances of digital imaging. 
Sensitised to the potential lack of interest in digital photo frames within the Study One sample, an 
Interaction Design challenge was identified: to support home mode and the domestic order it 
reproduces by drawing on the home's material ecology, whilst, at the same time, embracing what is 
observed as an inevitable transition to digital.  It may be concluded that addressing parents’ issues of 
digital space perception and computer literacy for desktop activity could be the first step to 
integrating digital into home mode and engaging curators in the creative potential it affords. 
5.6.5 Familial Democracy Versus Domestic Order 
The discussion can now turn from the digitisation of family photography to its democratisation.  The 
meaning of the term democratisation can now be reiterated as it is taken up in this current project. 
Democratisation is understood in the context of a trend towards familial democracy, as articulated in 
British politics by Giddens, and set out in Chapter One:	   "Parents of course will still claim authority 
over children, and rightly so; but this will be more negotiated and open than before" (Giddens, 1998: 
93-94).  All the study’s participants, across both generations, were found to aspire to Giddens’ 
familial democracy, epitomised as the achievement of the 'pure relationship'. In their home displays, 
and accompanying accounts, curators promoted the notion of democratic expression within the 
household and this was explicitly acknowledged by their teens. 
Having said that, accounts also revealed ways of handling photos, photoware, and other artefacts, 
that jeopardised the realisation of this form of democracy between teens and parents.  This applied 
both to the persistence of parents in imposing their own preferences on representations of family 
within the household, and to the subverting tactics of teens in using digital technology to express 
themselves freely with personal photos published online.   
The first case is illustrated by the ‘bathroom tile’ example, about which Yvonne said: “I never force 
stuff because they also know it works both ways: I get rid of photos that aren’t nice; I don’t see why 
anyone should have a photo on display that they hate”.  Despite claiming not to ‘force stuff’ on her 
teens, Yvonne was seen to act on her own value judgments, even when these conflicted with her 
daughter Cat's wishes. Whilst teens expressed their general appreciation of curated displays, there 
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were also instances at interview when they contested them.  For example, Cat exclaims about the 
‘wedding photo display’, propped up prominently in the kitchen: “I hate that one!”.  Yvonne asserted 
her voice in response to this outburst: ‘Tough, that’s your opinion”.  Contentious photos were 
revealed in all the dyadic interviews, but mothers usually had the final say on their display in the 
home.  The second case is illustrated by the instance of desktop photowork described by Cat 
regarding her ‘hiding’ of family photos. 
Hence, Giddens’ concept of familial democracy eschews the conflicting intentions that parents and 
teens in the Study One sample brought to their respective photographic practices. These practices 
were found to reflect intergenerational power dynamics.  Findings align with those of Solomon et al. 
(2002), who, based on their own empirical studies, argue that “the parental investment in children is 
such that the ideal of democracy must be inevitably subverted” (ibid, 966). 
There	   is	   a	   clear	   disjuncture	   between	   the	   quest	   for	   intimacy	   as	   encapsulated	   by	   Giddens’	   ‘pure	  
relationship’	  and	  the	  lived	  reality	  of	  the	  inequalities	  between	  parents	  and	  children,	  in	  which	  mutual	  
disclosure	   is	   undermined	   by	   the	   struggle	   for	   control.	   Both	   parents	   and	   teenagers	   …	   genuinely	  
subscribe	   to	   a	   …	   discourse	   of	   democracy.	   (H)owever,	   …	   explicit	   goals	   for	   openness	   can	   be	  
compromised	  by	  conflicting	  underlying	  goals	  relating	  to	  the	  renegotiation	  of	  power	  between	  parents	  
and	  teenagers.	  	  (Ibid,	  980-­‐981)	  
This excerpt accounts for the power dynamics at play in the findings reported here and what was 
referred to in the analysis as a realpolitik.  Arguably, curators’ reliance upon their teens for doing 
photowork was inevitably problematised, with implications for intergenerational collaboration around 
familial representations.   
Mothers as target users for photoware? 
The discussion so far has established the significance of home curation and the role of the mother-as-
curator in contemporary domestic-familial settings.  Based on this, it is anticipated that digital tools 
designed to support home curation would be greatly valued by both teens and parents.  It may be 
worthwhile, therefore, for designers to target mothers as users of domestic photoware (that is, 
digital photographic tools for the desktop) and, in particular, to address their issues of computing 
proficiency.  By addressing these, designers would serve the empowerment of curatorial activity in 
the digital world. 
From a design perspective, supporting the practices of mothers-as-curators means designing for the 
practice of home mode.  One key concern for home mode practice is the presentational context for 
family photo displays - the need to curate photo displays for particular audiences, whether that be 
visitors to the home, the household or individual members.  A second concern is to impress a 
curatorial narrative on the junior household members (and others) that reflects a domestic order. 
 It has also been established that the teens harnessed digital technology to compromise curatorial 
control in the interests of autonomy.  Teens’ technology-mediated negotiation of parental control 
would, perhaps, be made more difficult for them by the extension of curatorial control into the 
digital world.  This invites the question of is how to design for the conflicting goals of parental and 
teenage expressions illuminated by Solomon et al. (2002) above.  Conscious of the dialogical 
positioning of the researcher, the parents, and the teens, intergenerational conflicts of interest 
represented in the findings open up an interesting issue concerning whose interests a designer should 
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support.  Certainly, the question of whose interests are prioritised creates something of a design 
dilemma. Whilst the accounts revealed curatorial interests, they also generated insight into teenage 
concerns for autonomy and the desktop manipulation of photos.  For teens, desktop photoware was 
seen to offer them some kind of emancipation from parental control, and increased participation in 
chronicling and curation, which, if one adopts an alternative perspective to Giddens', could be viewed 
as a realisation of the democratisation of family photography, rather than a subversion of it, and one 
to be designed for.  This design dilemma is taken forward and explored in the chapters to follow. 
One approach to resolving the dilemma is presented here as a conceptual exercise to consider the 
real-world applicability of the study’s social psychological findings to design.  This approach could be 
to try to design for a household's 'means of management', that is, the work to create the domestic 
order.  This means is, in the case of the study sample and without exception, the mother's 
curatorship.  If this is the case, questions could be posed in the interests of home curation.  Along 
these lines, one might ask: to what extent could teen photography and home curation be integrated 
to support the means by which domestic order is established?  Perhaps designers could aim to support 
the ‘demonstrability’ of display making at home, as defined above, to support curatorial concerns of 
audiencing and the monitoring of resources for expression.  To expand upon this, If photoware is to 
be designed in the interests of curating a family portrayal using digital photos, it must, rather than 
simply affording individual control at the desktop (Kirk et al., 2006), support, instead, the situated 
and contextual acts by which domestic order is established within the material ecology of the wider 
home environs, by the whole household. 
It is reiterated that curatorial control is, apparently, not necessarily in the interests of one person; 
and the notion of ‘demonstrability’ is particularly significant when considering the potentially shared 
ownership of photo collections, their duplication, and the dialogical ‘means’ by which photos are 
managed between family members.  It is worth noting here that curation is recognised as a 
collaborative process as much as it is, at times, a controlled one.  Photoware for family collections 
may therefore support the demonstrability of the means of management to all who use the photos.  
This includes managing what photos are displayed to whom, where, when and how. 
If the sentiments of Solomon et al. (2002) are observed, then the concept of designing collaborative 
tools for home curation is, inevitably, set against a backdrop of intergenerational conflict.  One way 
to hone a set of design considerations could be to draw upon Dialogism to think about what 
‘demonstrability’ means in terms of self-other communications.  Through a distinctly dialogical lens, 
the notion of conflict may be understood as a natural and positive difference in experiencing the 
world.  Through this lens, recognising the perspective of the other signals positive social 
psychological functioning.  Thus, the design considerations may be framed not in terms of whom to 
design for, but, instead, design could perhaps play more of a contextualising role in 
intergenerational conflict and less of an agentic one.  To this end, perhaps photoware could be 
designed to address the discrepancy between parent and teen computing proficiency, and, in turn, 
address the issue of technology-mediated empowerment.   This approach was taken up in subsequent 
studies. 
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5.7 Study One Conclusions 
In this study, the social and moral ordering of intergenerational power relationships in the family 
home has come to be referred to as the domestic order.  This term defines a practical means by 
which a family functions in everyday life.  By highlighting the display of photos in family homes, the 
analysis has attended to ways in which the visible and situated materiality of display technologies 
affords curatorial control and the demonstrability of a family’s domestic order.  The findings 
highlighted domestic photoware’s lack of efficacy towards these ends.  It has also been found that, 
whilst the trend towards photography’s digitisation is very much underway in family homes, the 
democratisation of family photography, as conceptualised using Giddens' model of familial 
democracy, is aspired to but not possible to realise because of the ‘realpolitik’ at work, and the need 
to reproduce the domestic order.  Moreover, whilst digitisation enabled teen photo practices to 
flourish, the domestic order tended to constrain opportunities for teens to participate in family 
representation and home display making.  Whilst revealing the ever-growing collections of teen 
photos (and their display across the physical and virtual home), the study also fore grounded the 
tensions that may arise when parents and teens discuss their different representations of self and 
family, especially when parents try to reinforce curatorial control. 
As discussed above, the intergenerational conflicts of interest represented in the findings present an 
interesting issue concerning whose interests a designer should support.  This issue has been tackled 
above by considering how to design to support the domestic order.  Towards this end, discussion has 
highlighted the potential value of technologies that afford curation through embodied interactional 
means, whilst highlighting how the desktop computer becomes a curatorial blind spot. The potential 
role of design to promote the situated ‘demonstrability’ of display making within households has been 
identified.  The concept of designing technology to contextualise multiple, intergenerational 
perspectives on family has been proposed to open up a shared field of vision on home curation.  An 
edited summary of the procedure and findings from this study is reported by Durrant et al. (2009a). 
5.7.1 Critical Evaluation of Study One 
Reflecting upon the findings, the scope of the study can now be re-established, and limitations to its 
design identified.   
First, it must be stated that the sample of 16 participants was unusually large for an IPA study, and 
resulted in a relatively time-consuming and extensive analysis.  A sample of four to eight is typical for 
an IPA study and many studies of this kind engage a sample of only one (Lyons and Coyle, 2007, Willig, 
2001, Smith et al., 1999, Smith and Osborn, 2003).  The amount of analytic work involved in engaging 
with the lifeworlds of 16 individuals and, in addition, with their relationships with others, was viewed 
during the procedure as an oversight and a flaw in the design.  This lesson was taken into 
consideration in the design of future studies for the project. 
Some comments can be made about the nature of the sample and, in particular, how our participants' 
accounts have served to shed light on the digitisation and democratisation of family photography.  It 
is important to reiterate that the accounts produced by the people that were recruited are framed as 
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idiosyncratic and representative of individual experiences. The sample offered insights into the 
attitudes and practices of some curators, revealing some important considerations for technology 
support that includes their needs.  As previously outlined, these curators had not yet taken up digital 
display technologies in their homes at the time of the study, and five out of eight were explicit about 
their lack of computing proficiency.  Due to the nature of the sample, it is suggested that the data 
conveys relatively less insight on the handling of digital photos than that of printed photos.  
Leading from this, a potential issue with the method is also identified, relating to structuring of the 
tasks and interviews.  Because the tasks prompted participants to gather photos for discussion, they 
also inadvertently encouraged them to collate printed photos, rather than show photos on-screen.  
Interviews took place at kitchen tables or coffee tables rather than at a computer desktop and, in 
most cases, digital photos were printed to 'bring to the table'.  Whilst family computers were in the 
vicinity at interview and participants could make reference to desktop displays alongside other home 
displays, the interview context might have discouraged photo-talk about desktop activities.106  These 
contextual particularities have been acknowledged, both in the data analysis and in the shaping of 
future research methods.  
Reflecting upon the role of family politics in the use of photoware, it is anticipated that parent-teen 
conflict in other families, with different household structures and economic status, may be very 
different in nature.  On the subject of the mother-curator label, our ‘snowballed’ sample represented 
mothers over fathers; mothers were self-selecting due to their participation in photography.  In 
future studies it would be interesting to extend these investigations to consider the roles of paternal, 
sibling and extended family relations as well.  Similarly, six out of eight of the teens in the sample 
were females, and, as self-selecting, this proportion raises interesting questions about the social 
function of photos in teenage girls’ lives versus teenage boys, and the efficacy and willing with which 
girls will express themselves to others, versus boys.  Gender differences on the subject under inquiry 
would be fascinating to study in a future project.  However, to do so is considered to be beyond the 
scope of this doctoral project. 
If the researcher is to consider how display design may support the practice of home curation, there 
appears to be a case for addressing the apparent curatorial blind-spot of the digital realm.  This 
would involve tackling curators' issues of technical proficiency in the design of photoware and related 
digital services.  It is proposed that doing so would ‘level’ the playing field between parents and 
teens, or in Bakhtin’s terms, open up a shared ‘field of vision’ for parents to make sense of, and 
practice intergenerational digital photowork, including that done online.  However, as with concerns 
with gender differences, probing the design challenges of online curation was considered to be 
beyond the scope of the current project.  
5.7.2 New Lines of Inquiry 
Subsequent inquiry sought to address new questions that emerged from Study One on 
intergenerational photo displays made in the physical home environs; these were sparked by findings 
on teen photography and concerned the potential contribution of teenage expression to home 
                                         
106 Although the researcher asked the participants to account for printing from digital. 
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curation, and the potential situating of intergenerational voices within the home’s curated displays. 
One new line of inquiry was to probe a design space for negotiating the display of multiple photo 
collections in the curatorial domain by different household members.  Teen photography was 
identified as a significant practice that took place at home, and one that was of value for fostering 
teen self-worth.  This was not something that the researcher set out to investigate per se and 
questions emerged about its potential to be integrated with home curation.  The discovery that teens 
exercised autonomy in a curatorial blind-spot invited the question: if teens were able to express 
themselves relatively free of parental constraints and ‘house rules’ in the digital domains, then to 
what extent were the home’s physical environs a significant site to them (and their parents) for their 
photographic expression?  Furthermore, is the integration of teen representations with home curation 
something that teens or parents - or both - may want, or not?  These questions were taken forward in 
empirical studies and design explorations following Study One. 
In the process of re-framing research questions, and shifting into a new stage of the project, it was 
also felt that the concept of familial democracy could be probed in a new way so that both parent 
and teen perspectives on curation could be kept in focus as the research progressed.  To recap, 
findings showed that, although the reproduction of the familial signalled aspirations towards Giddens’ 
model of democracy, the actual workings of a family's domestic order were characterised by a 
realpolitik mediated by different intergenerational interests.  In alignment with the pragmatic-
dialogical methodology adopted for this project, it seemed fitting to keep this realpolitik in focus in 
ongoing inquiry, especially in consideration of technology design.  This insight honed the researcher’s 
understanding of familial democracy and informed subsequent research directions. 
The aim for the next phase of the project was to probe more directly, the question of how the 
representational practices observed in Study One could be supported and enhanced by the design of 
display technologies for the home.  This involved doing research-orientated design, introduced in 
Chapter Three.  Insights on familial democracy informed a rationale towards practice to address 
questions such as whose interests a design might serve, and what it might enhance.  A sensibility 
towards design emerged from this reflection: to design to support the home's means of management 
in terms of the real power relations that were observed in Study One – to design for the achievement 
of familial integration rather than familial democracy.  The term ‘integration’ was taken directly 
from Rose (2003), (after Bourdieu, sections 2.3.2, 2.3.3) to purposefully frame expressions of unity 
and proximity within family relations without association to the Giddensian notion of the ‘pure 
relationship’. 
This thinking was aligned with the notion, outlined above, of using design to contextualise 
intergenerational ‘conflict’.  Familial integration could be equated, not with familial democracy, but 
rather with 'dialogical understanding' between members. By adopting this pragmatic-dialogical 
position on democracy, the researcher would recognise difference and conflict within self-other 
relations.  In design terms, this would mean affording the voicing of real power relations in order to 
understand difference, as a basis for resolving conflict towards democratic representation. In this 
view, an individual would become agentic through understanding the relative positioning of others’ 
voices.  The achievement of familial integration, then, would not be signalled by the resolution of 
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inequalities in terms of ‘balancing’ power dynamics; these, it seems, would necessarily perpetuate.  
Rather, integration would become a question of understanding the practices of others relative to 
one’s own, and, as such, finding affinity with the other.  Subsequent inquiry probed the performance 
or ‘demonstrability’ of display making along these lines, and is unpacked further in the chapters to 
follow. 
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6. Research-orientated Design 
6.1 Introduction 
As reiterated throughout, a broad aim of the project was to formulate an interdisciplinary, 
pragmatic-dialogical methodology to conduct social scientific research within the context of designing 
future photo display tools.107  Inquiry into interdisciplinarity is fore grounded in this chapter as it 
documents the practice of Interaction Design to develop social psychological insights from Study One. 
This research-orientated design inquiry took place prior to conducting further empirical studies. 
It was not anticipated prior to conducting Study One that the researcher would start making design 
explorations in this way whilst analysing the data.  However, whilst composing her own narrative 
account of Chapter Five, she carried out some hand-drawn concept-sketching exercises to help pave 
the way for new research directions; this happened intuitively.  Sketching became part of her sense 
making on Study One, proving useful for thinking through (i) the ‘future display design’ ideas that 
participants had proposed at interview, and (ii) the design implications of what they had voiced in 
general.  Further, by pictorially depicting the ideas that emerged from the study, the researcher was 
able to engage with the material language of curation.  Overall, sketching proved a valuable 
complement to the IPA process. 
The resultant sketches were used as a starting point for the design of a new empirical study.  It was 
envisaged that a designed object could serve an inquiring function in subsequent empirical work, as 
something akin to a technology probe (Hutchinson et al., 2003) that could be 'deployed' with research 
participants.  The Technology Probe method has been introduced in Chapter Three108; it will be 
expanded on in this chapter in relation to the current project. 
It must be emphasised that designs presented here are not prototype product ideas per se; they were 
rendered as a means to provoke reflection on the cultures of their users, to open up ‘the play of 
possibilities’ for technology innovation (Anderson, 1994).  That is, the designs served to invite new 
ways of engaging with display technologies, by both the researcher and the research participants that 
encountered them. The designs served as ‘thinking tools’ to establish a dialogue between the 
researcher and others on the subject of inquiry (Sengers and Gaver, 2006, Wright and McCarthy, 
2010). 
6.1.1 Practicing Research-orientated Design 
Consolidating Study One themes 
The communal spaces of the family home provided a contextual backdrop to sketching.  The 
coordination of display making between household members in shared domestic spaces was viewed as 
a scenario to design for.  Rather than simply speculate on how a design might support the means by 
which domestic order is established in homes, the researcher, instead, adopted a more critical 
                                         
107 See section 3.1.2. 
108 See section 3.2. 
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stance: she speculated on the agentic role that a design may play in the politics of display making, 
and how the design could be used to understand the material means by which display technologies 
mediate these politics.   
Inspired by existing Reflective Design approaches (Sengers et al., 2005), the researcher proposed that 
a display technology be fashioned as a provocative agent, to disrupt rather than enforce curatorial 
control.  This technology-as-agent could be designed to invite critique on the class of display devices 
to which it belongs; it could invite both the researcher, and participating households to speculate on 
the socio-political assumptions that this class of device might embody.  When deployed, the design 
might sensitise its users to the social and moral obligations that people experience when they handle 
photos, and further explore the 'play of possibilities' for novel designs.  
A critical stance on design practice also enabled reflection on the relationship between design and 
familial democracy.  A design rationale was formulated at the end of Study One: it was proposed that 
designers support familial integration in terms of enabling and fostering dialogical understanding 
between parents and teens.  In order to design for dialogical exchange, designers could embrace the 
notion of designing for displaying the ‘photo-as-object’ and use TUIs109 to afford the ‘demonstrability’ 
of display making within family households at home.  
A key assumption taken forward in the design work was that the dynamic nature of digital imaging 
supports temporary display making.  As noted in Chapter Five, the temporal framing of displays 
seemed particularly significant to teens who had to ‘territorialise’ the curatorial domain.  The 
temporal aspects of display making for both parents and teens in Study One related to: (i) the 
temporary and contextual positioning of photo-talk on home displays, (ii) their temporary versus 
permanent form, and (iii) the temporary framing of their audiences.  This pointed to theoretical ideas 
set out in section 2.2.2, that the 'framing' of experience creates a 'meaningful backdrop' for activity 
that can be designed for (McCarthy and Wright, 2004).  In sketching designs, the researcher attended 
to the significance of temporality for display making, for 'framing' photo displays in time, and how the 
physical affordances of display technologies played into this.  
Situating digital displays 
Whilst sketching, the researcher kept in mind the broader aims of the doctoral project, inviting 
speculation about future sociotechnological possibilities for ‘situating’ digital photo displays in family 
homes.  Over the period of time that this project has been pursued, from 2005 up to the time of 
writing, the display of digital photos in contemporary society has become increasingly transient and 
fluid between people and places, including the family home and the Internet.110  For example, online 
social networks such as Flickr and Facebook were established in this period, along with the mass-
market recognition of digital photography and the widespread consumption of digital photo frames. In 
the design phase documented in this chapter, it was deemed timely to consider how digital 
collections may be situated at home within the context of mobile and networked devices. 
                                         
109 See section 2.2.3. 
110 See section 1.1.1. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
6. RESEARCH-ORIENTATED DESIGN 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
173 
At the same time, with touch-screen products such as the iPhone111 and iPad112 emerging as familiar 
and ubiquitous, technology companies have shown interest in the potentiality and limitations of new 
display technologies that are embedded in new display paradigms.113  The design inquiry documented 
in this chapter was carried out in collaboration with the Socio-Digital Systems Group (SDS) at 
Microsoft Research Cambridge (MSRC).114  This commercial interest was a feature of the group’s 
research programme at the time. 
The design process 
The design process is documented in chronological order.  The conceptual design exercise helped the 
researcher think through the Study One themes and their implications for configuring the home's 
material environs.   Ideas were shared and developed via a private blog, set up in September 2006 
and made accessible to the researchers at UniS and MSRC.115  (Ideas presented on the blog were 
further disemminated and discussed at a workshop held at MSRC in February 2007 with mind to 
planning what could be built. Three concepts were selected for fabrication, developed as potential 
technology probes for use in a second empirical study.  It transpired that only one of the three 
designs was developed as a probe, for reasons to follow.  Technical expertise was drawn upon within 
SDS to build (fabricate) designs. 
6.2 Conceptual Design Explorations 
The researcher employed the concept of (material and social) affordances in sketching to create 
concepts that ‘make available’ or ‘constrain’ technological resources for the display of photos in the 
family home.116  Concepts served as tools for inquiry into the design space of family photo displays, 
providing novel technological contexts for the researcher's ongoing engagement with the Study One 
themes. 
6.2.1 Concept Sketches 
Hand-drawn sketches gave material and visual form to the tensions surrounding curatorial control and 
familial integration that emerged in Study One.  Sketching, as reflection-in-action (Schon, 1983), was 
deemed valuable to the researcher for exploring the design space whilst avoiding the rendering of 
detailed design features that might convey resolution.  In Philip Tabor’s words, sketching offered the 
researcher ‘a space for half-formed thoughts’.117  Sketches were deliberately left simple in terms of 
functionality and technical detail. A few examples are presented here, each suggestive of an 
imaginary space populated by artefact and conveying a context for social interaction. 
                                         
111 http://www.apple.com/uk/iphone/.  Accessed 04. 05. 10.  
112 http://www.apple.com/uk/ipad/.  Accessed 04. 05. 10.  
113 http://www.surface.com.  Accessed 04. 05. 10. 
114 http://research.microsoft.com/en-us/groups/sds/.  Accessed  12. 04. 07. 
115 http://photodisplays.blogspot.com. See Appendix I. 
116 See section 2.2.4. 
117 Tabor, P. A. ‘A space for half-formed thoughts’  In Doors of Perception 7: Flow. 14-16 November 2002. 
http://flow.doorsofperception.com/content/tabor_trans.html.  Accessed 12. 04. 07.  
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Photoswitch 
 
Figure 46: Concept sketch of Photoswitch. 
Photoswitch was sketched as a wall-mounted box encasing two (or more) printed photos belonging to 
one family household (Fig. 46).  Photoswitch was envisaged for set-up in a central, communal space in 
a family home (that is, the curatorial domain).  The photos’ display would be partially obstructed by 
a sliding door, preventing the household from viewing more than one photo in its entirety at any 
time. 
The ways in which the sketch served to probe some of the questions set out above will now be 
discussed.  One could imagine using Photoswitch in a domestic setting.  As an intervention into a 
family household, Photoswitch creates hypothetical conditions for members to engage in negotiations 
around which of the two photos to display and when.  By forcing a choice onto its users, Photoswitch 
immediately demands one to question how particular representations may be obscured whilst others 
are privileged.  Therefore, the design reveals the relationship between choice over physical form, on 
the one hand, and social, moral obligation on the other.  This raises questions concerning home 
curation and the ways in which a mother assumes responsibility for the presentation of her family.  In 
terms of its material affordances, Photoswitch enables anyone to change the photo on display.  As 
with a standard picture frame, there is also the option to replace one or both of the photos that are 
placed in the case, which invites further decision-making about what is juxtaposed in the case.  
Hence, the visual, tangible tensions that are proposed through this design's form and behaviour signal 
the open contestation of a mother's curatorship. 
It was envisaged that, in the context of a field deployment, a family could be instructed to use 
Photoswitch as they chose.  Following a period of use, participants could be asked:  'how did you 
engage with the display?'; 'how did it make you feel to have to choose between photos to view?'; 'did 
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you adapt the display and, if so, why and how?'.118  Whilst sketching, the researcher thought 
Photoswitch could be used to explore more closely how the material form and arrangement of photo 
displays is shaped by a domestic order.  Alternatively, rules for use could be established for the 
deployment; perhaps ‘only one participant in the household is allowed to change the display’.  One 
could speculate on scenarios of use, based on insight already gained about the Study One cases.  For 
example, how might Yvonne and Cat use Photoswitch given the contestations between them? 
Phototimer 
 
Figure 47: Concept Sketch of Phototimer. 
Phototimer was depicted as a wall-mounted display comprising a light-box and a switch mechanism 
connected to a household timer.  It was envisaged that participants could use the timer to set times 
for illuminating an encased photo.  Again, the design served to explore how both the form and 
arrangement of photo displays and people’s engagement with them may be shaped by a domestic 
order.  Iterations of Phototimer included the following, depicted as sketches: the frame incorporated 
a visible 'switch' for changing the picture displayed, (thus merging the Photoswitch and Phototimer 
concepts); and the frame incorporated a visible 'switch' and light-bulb for 'illuminating' the picture 
displayed, akin to a light-box.  As with Photoswitch, it was envisaged Phototimer would function as an 
intervention to explore active (as opposed to passive) engagement with ambient photo displays, in an 
attempt to better define the experience of the latter.  Both sketches played with the notion of 
framing displays in time (an important consideration to emerge from Study One).  Note also that, by 
incorporating switch mechanism, both sketches started to explore the interaction aesthetics of digital 
photo frames, but without using digital technology. 
                                         
118 The sliding door could be presented to the household as a surface for notation, for family members to write on. 
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Photoillume 
 
Figure 48: (a) A display device that draws attention to itself; (b) A display device that needs light to function. 
The Photoillume concept derived from iterations of Phototimer. It was suggested that Phototimer 
draw people's attention to a photo on display when automatically illuminated (via the timer). This led 
to reflection on automation per se, and on the kinds of behaviours that a display device could express 
through being automated.  The sketches of Figure 48 illustrate this thought process.  For example, a 
device could draw attention to itself, could try to gain prominence in the home's ecology of artefacts 
(Fig. 48a).  From this followed the idea of a display that needed to be situated in a prominent place 
in the home in order to function, and this subsequently led on to the idea of a device that behaved 
like a plant and was solar powered, requiring light to function (Fig. 48b). 
 
Figure 49: Concept Sketch of Photoillume. 
The concept of Photoillume emerged from these thoughts (Fig. 49).  Again, the Photoillume sketch 
invited speculation on the temporal framing of photo displays and the various ways in which the 
design of display devices could play into this.  But unlike Photoswitch and Phototimer, Photoillume 
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was depicted as a portable, digital display frame.  The sketch of Figure 49 shows a device with an LCD 
screen that fades to black if the photo being displayed doesn't receive sunlight; it behaves as if solar-
powered, having an in-built light sensor to direct its behaviour. 
 
 
Figure 50: (a) Photos circulating on Photoillume; (b) Distributed Photoillumes networked to a photo directory. 
The Photoillume concept introduced a screen display into the design space and, by doing so, sparked 
ideas, not only on the various kinds of switch mechanisms that one could use to change photos on 
display, but on what events these could trigger in a digital environment.  One such idea was that the 
'fade to black' behaviour could serve as a switch to change the current display: rather than have a 
single photo fading up and down on the device, one could place a number of digital photos on it and, 
upon fading to black, each photo could be replaced by another on the device (Fig. 50a).  
This idea for a switch was taken forward (and incorporated into the concept) because it had 
interesting implications for the physical placement of Photoillume in the home.  It was envisaged 
during the sketching process that the device could be moved around for certain effects that trigger 
the switch, for example, from 'dark' regions, such as cluttered corners, alcoves or cupboards, to 
surfaces in the home that are flooded with sunlight or are most visible upon entering a room.  Hence, 
the physical handling of the device would serve to literally illuminate photographic content and 
conceptual link is made, through the design, between the 'handling' of the device and the form that a 
display takes (including its visibility and duration).  
At the same time, the need to place the device in light and repeatedly interact with it to keep a 
photo on display would make a user accountable for the manual control that they have.  The handling 
of Photoillume would be bound up with the sense of obligation to a domestic order, because one must 
actively attend to Photoillume to ensure it displays what it should.  
Hypothetical scenarios of use were associated with the accounts of Study One participants; the 
Photoillume sketch invited reflection on the ways in which printed photos were purposefully framed 
in participants’ homes.  For example, that researcher speculated that, if Yvonne of Household One 
were to take up Photoillume, her choice of photos for, say, her family bathroom, might no longer be 
'set in stone', but instead demand an active accountability for their location and persistent display.  A 
lack of attentiveness on Yvonne’s part might create the opportunity for Cat to step into the space and 
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make her own displays, in a similar way to how she relayed an alternative account of the bathroom 
tiles in Study One.  In the case of Lara in Household Four: her wedding photo - or, indeed any of her 
photos, placed on Photoillume, would fade to black from not being out on display.  How might Lara 
react to the fading of a photo?  Might Photoillume's behaviours affect her handling of a photo and, if 
so, how?  Would Lara ever use a Photoillume in the first place because it resembles a photo frame?  
For Kath, of Household Seven, the relative prominence of certain photos on her cabinet and her issues 
with the 'overcrowding' of picture frames might be highlighted if, rather than display prints she were 
to display digital photos on Photoillumes.  Obscured photos would fade to be eventually replaced, so 
Kath would need to choreograph her arrangements in order to make decisions over the relative 
duration of various displays.  On the other hand, 'overcrowding' might no longer be an issue if 
multiple photos were to cycle round on each Photoillume, because the device would take up the same 
amount of space in the cabinet that a single print in a picture frame would.  The researcher thought 
about the design challenges to emerge from Study One by imagining participants’ worlds populated by 
these design concepts.   
When speculating on imaginary scenarios of use, it became clear that the automated device 
behaviour suggested in the Photoillume concept might significantly influence household behaviour. 
Hypothetically, the handling of Photoillume would contrast with the framing of prints for display.  As 
an electronic and interactive device, Photoillume would distribute photowork to its own system in 
that the photo displays change as a result of the system's own measurement of time.  (Incidentally, 
this is akin to the way in which Phototimer's ambient 'effects' would be directed by automated 
behaviours.)  If Study One participants were to use Photoillume, its automated behaviour might 
confound their purposeful framing of photos.  However, rather than reducing moral responsibility, the 
device might reconfigure the 'framing' work to be more tightly interwoven with the physical act of 
display.  Expectations of what display technology could afford might consequentially shift, affecting 
the intentionality brought to framing practices.  This could, perhaps, affect the work to prepare 
photos for display, and, even, photos' capture.  In sum, one could speculate that Photoillume use 
would foster attentiveness around the perpetuation of displays, their temporal framing, and 
ultimately raise the question of what it might mean to keep a photo on display. 
The idea of multiple photos being placed on one Photoillume device (Fig. 50a) led to the idea of 
networked Photoillume devices.  Another sketch (Fig. 50b) explored this, conveying a scenario of 
multiple Photoillume devices networked to a single digital photo archive.  In principle, this network 
could be configured in a number of ways.  One could imagine the event of any Photoillume 'switch' 
calling up any photo (randomly) from the archive.  This could create opportunities for the 
serendipitous discovery of photos, which could support the practices of 'hesitation' and 'elaboration' 
that were discussed at the end of the last chapter in relation to remembering and agency.  
Alternatively, one might speculate on how this Photoillume network could be curated and this could 
depend on ways in which Photoillumes are physically manipulated at particular sites.  Within this 
system, some Photoillumes and, indeed, some photos, could be given greater salience (or ambient 
presence) than others. 
This concept of devices networked to an archive raised the question of how content could be 'called 
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up' from the archive to each device, and coordinated across devices. The automated selection of 
photos for display could be based on machine learning: a system could triage according to how photos 
are handled in the real world; the system could show a preference for selecting photos that have 
previously been displayed for relatively long periods of time; and this selection process could be site 
specific.   The relative salience of particular photos across this system and within the physical home 
ecology could then be reflected in the desktop management of photos; the real-world salience of a 
given photo could determine its greater visibility and accessibility on the desktop.  Figure 50b 
reflects this potential coupling of the physical and virtual environments. 
Photoswitch, Phototimer and Photoillume, and scenarios of their use, enabled the researcher to 
explore, hypothetically, what it might mean to integrate traditional practices of home mode with 
digital technology and its new material affordances.  How may the 'hands-on' practices of curation be 
reconfigured by digital artefacts?  What might it mean to automate the activity of removing a photo 
from display and replacing it with another?  It became clear, thinking through the scenarios, that any 
automated, networked system for displaying photos may disrupt or confound the intentionality 
brought to photo handling.  This concern will be addressed more in the sections to follow and in 
connection to concerns in the last chapter for readiness-to-hand, manipulation for distribution, and 
the production of accounts.119   
Photomirror 
In the context of the unfolding thesis, the sketches communicate different ways in which people may 
engage with ambient displays in the home.  Different display devices afford different levels of 
engagement, and this is seen to increase in complexity when digital automation is introduced.  In 
light of Study One, it made sense to further scrutinise the distinction between 'ambient' and ' within-
household' displays - and, in particular, how different forms and arrangements of frames and albums 
may afford ambient versus within-household displays, and to link this to an innovation space. 
‘Within-household displays’ were found to serve an important social function; they were often found 
‘to-hand’ but not permanently 'on display' in an ambient sense.  When asked to envisage some kind of 
ideal or future means for displaying family photos at home, participants suggested similar ideas for a 
digital system that would enable easy access to 'family' photos at a single, central display site.  To 
reiterate, a shared feature of their proposals was that the site of display be co-joined with an access 
point to an ever-growing family archive of digital photos. Participants envisaged that the display 
assume the form of a collage that is changeable and updatable.  Emphasis was given to family photos 
being ready to-hand but not necessarily on constant display.  The hypothetical system would thus 
enable both within-household displays and ambient displays.   
What was missing from the participants' proposal, however, was a sense of how the temporal display 
of photos from the archive could be curated, as their ambient displays currently were.  This was 
recognised during the sketching exercises as a potential tension, teased out in the process of doing 
research-orientated design. 
                                         
119 See section 2.2.4. 
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By sketching a concept called Photomirror, the researcher played with the possibility of making a 
family photo collection visible and accessible in the curatorial domain. Building upon the apparent 
popularity of photomontages, sketches depicted a wall-mounted, digital screen that displayed a 
number of photos at one site by automatically changing and updating displays.  Of course, this kind of 
automation is afforded by digital screen technology but not by prints and traditional picture frames, 
so was interesting to explore in the context of photography's digitisation.  
 
Figure 51:  First sketch of Photomirror. 
An initial sketch depicted a wall-mounted screen connected to a directory of digital photos.  It was 
proposed that, rather like a mirror, the device could automatically change the form and arrangement 
of what was being displayed in response to movement happening in its proximity (Figure 51).  As with 
Photoillume and light sensors, Photomirror could use motion sensors to trigger a switch for changing 
the display.  The switch would then call up different photos from the directory.  Note that 
Photomirror's responsiveness to real-world activity could also exploit the technical possibilities 
afforded by Computer Vision.120 
This basic idea sparked critical thinking on what it might mean for a digital display device to 
ambiently and automatically reveal photos from a family collection.  Ambient displays were carefully 
curated in the Study One sample, so a number of implications for curatorial control were fore 
grounded by the Photomirror concept.  What would it mean for different content in the collection to 
be given salience outside of the curator's handing?  What would it mean for these 'others' to include 
the system itself? 
                                         
120 http://research.microsoft.com/en-us/projects/tracking/default.aspx 
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Figure 52: Concept Sketch of Photomirror. 
A later iteration of Photomirror started to explore these questions.  The sketch of Figure 52 
communicates the idea of a screen that displays all the photos from a collection, to a greater and 
lesser extent.  Parts of photos are visible, taking the form of vertical bands.  Movement in front of 
the screen would cause these vertical bands, these partial views, to vary in breadth, revealing more 
or less of various photos in the collection.  As well as the movement of people, the photos' animation 
could be triggered by ambient changes in the room, such as changes in light. In sum, the ambient 
display would enable a partial and abstracted view of content.121 
Referring to one of the questions just posed, it is interesting to use this design to consider what it 
might mean for a family collection to be made universally accessible and manipulable. Photomirror 
could incorporate a touch-screen for the direct manipulation of content.  For example, one could 
walk up to Photomirror and 'push' the screen in different directions, or use multi-touch gestures to 
'pinch' or 'stretch' the bands and view more of less of a given photo.  Alternatively, someone could 
touch one of the bands that is currently displayed to view the whole of the photo that it references.  
A single, selected photo could then be distributed across the whole screen.  Once in this 'single-
photo-viewing' mode, one could use physical gestures to sequentially move back and forth through the 
collection, one photo at a time.  A specific cue, such as  'double-tapping' the screen, could then 
return the system from this 'browse mode' to 'ambient mode', back to the vertical bands' that animate 
automatically.  
This sketch invited speculation on the notion of active and passive engagement; it sparked talk 
between the researcher and her colleagues about designing for two distinct viewing modes: ambient 
mode; and 'browse mode'.  The concept experiments with how display devices may support a shift in 
engagement, from periphery to foreground, and from a multiple to single image-viewing platform.  It 
                                         
121 See Appendix I for other iterations of the design. 
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proposes a novel kind of flexibility for presentations in the curatorial domain. Indeed, through the 
collaborative interactions afforded by its functionality, the design also probes the notion of 
democratising family photography and the possible tensions that this might create between members. 
Photomirror further connects to findings about albums versus ambient, framed displays. Photomirror 
has some of the interaction aesthetics of an album.  As with an album placed on a sideboard, one 
might wonder whether or not a visitor would feel at liberty to engage, uninvited, in Photomirror's 
'browse mode'.  The Photomirror design enables the directed and intimate viewing that Study One 
participants valued about their photo albums.  Presumably, social etiquette would shape the way in 
which a household would interact with Photomirror in contrast to its visitors.   
Photomesh 
Whilst brainstorming design ideas in collaboration with SDS at MSRC, many of Photomirror's features 
were found to resonate with an existing design from SDS, called Photo Mosaic.  Photo Mosaic existed 
in sketch form as a wall-mounted touch-screen showing a 'mosaic' of thumbnails from a family photo 
collection that is stored in a directory.  In a similar fashion to Photomirror, the ambient display of 
photos in the Photo Mosaic concept appears as a relatively abstract collage, with 'partial' views of 
multiple photos - as thumbnails rather than vertical bands.  Again, as with Photomirror, when a user 
touches one of the thumbnails, the device enters 'browse mode' and the related photo is viewed 
across the whole 'real estate' of the screen.  Again, a user or group of users can make intuitive 
gestures to navigate through the associated directory in a sequential fashion.  A key difference 
between the design of Photo Mosaic and Photomirror is that the latter incorporates a computer vision 
element; the automated behaviour of 'ambient mode' is directed by real-world activity taking place in 
front of the device. 
 
Figure 53: Concept Sketch of Photomesh. 
In the process of iterating ideas, it made sense to develop Photo Mosaic further, in relation to the 
current project and the Study One findings.  Subsequently, Photo Mosaic and Photomirror were 
brought together and developed into the Photomesh concept (Fig. 53).  Photomesh takes the form of 
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a circular, wall-mounted touch-screen for displaying a number of photos simultaneously.  In its 
default state – Ambient Mode, it offers up ambient displays, with photographic content randomly 
cycling through the collection in the associated directory.  As with Photomirror, this content 
automatically animates, with photos randomly drifting across the screen. In this mode, Photomesh 
shows multiple whole photos rather than more abstract thumbnails like Photomirror and Photo 
Mosaic; in this respect, it is more like a collage and lacks the 'within-household' display functionality' 
that the other two designs have.  Photomesh retains the 'walk-up' set of interactions just described, 
though, for moving between 'browse mode' and 'ambient mode'.  A specific photo can be selected 
from the collage to fill the entire screen. 
The critical function of the Photomesh concept in its sketch form can be further elaborated.  
Although the proposed technology is not in itself innovative, its configuration arguably is. The design 
explores tensions surrounding household collaboration and curatorial control: its design pre-empts the 
composition of a digital family photo collection – or, at least, a shared display, prompting reflection 
on what content might be selected and how.  It invites the question of how teens may contribute to a 
family collection. 
The rationale behind showing a collage of photos rather than thumbnails, was two-fold: to simplify 
the device's functionality to a minimum in line with the other concepts already presented; and to 
fully 'open up' a photo collection to the curatorial domain in order to, literally, 'frame' tensions 
around curatorial control and familial democracy.  To this end, the circular format was suggestive of 
inclusivity as well as somewhat paradoxically evoking a periscopic, prying view into the collection.  
The design enables the work of preparing photos for display and the act of display itself to be 
achieved democratically, with a simple and easily performed set of interactions.  During the sketching 
phase of the project, this sparked critical thinking about the work that ordinarily goes into preparing 
printed photos for display, and what it might mean for this work to be distributed between the 
household (rather than just being in the hands of the curator).  Device functionality enables the 
serendipitous discovery of photos from a collection, as well as the immediate selection, by anyone, of 
a particular photo, in the curatorial domain.  Of interest in the context of the ongoing inquiry was 
that Photomesh set up hypothetical conditions for imagining a dynamic family portrait that is openly 
accessible and jointly editable.  As the preparation and physical display of a photo is achieved with 
ease and potentially in collaboration, the design offers no inherent hierarchy of control to any 
member.  
As with Photoswitch, the researcher speculated on how rules could be imposed on Photomesh use, 
perhaps around the inclusion of content in the archive, or on what could be displayed when, and by 
whom.  It is this questioning that defined the critical character of the design practice.  The 
Photomesh sketch, along with the others presented above, enabled further reflection by the 
researcher on the activities surrounding home curation, as well as the potential integration of teen 
photography.  Through provocation, the sketches drew attention to the ways in which features of 
digital technology could interleave with these activities. 
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6.2.2 Developing Considerations for Design 
The sketches documented ongoing thinking about how to configure photo display technologies in the 
family home.  They fore grounded the collaborative as well as individual work that goes into display 
making - collaboration in terms of preparing photos for display as well as the actual displays.  The 
sketches enabled the researcher to engage with tensions surrounding curatorial control and familial 
integration, not by prescribing how these tensions should be addressed, but rather in terms of how 
they connect to the language of design.  They also facilitated a more general discussion with 
colleagues at MSRC on (i) research-orientated design, and (ii) the design of display technologies for 
domestic-familial settings beyond the scope of this project (Taylor et al., 2007). 
As outlined in the introduction to this section, a number of the concept sketches were discussed at a 
workshop with the SDS group.122  A central aim of the workshop was to discuss the efficacy of the 
various concepts as potential critical interventions, with mind to selecting a couple to develop into 
working prototypes, for deployment as technology probes. 
Three designs were selected for further development: Photoswitch, Photoillume and Photomesh.  The 
appeal of Photoswitch as a critical, probe-like intervention was its capacity to reveal its user’s need 
to make choices about what to display (including choices that go into home curation).  It embraced 
the design rationale to make visible or demonstrable household members' means of managing 
displays.  It also, in a reflexive sense, revealed to the researcher how a display device might be 
designed to support choices, or the promotion of certain photos over others.  The design conflates 
content choice and moral obligation. 
The Photoillume concept was chosen because it draws particular attention to the temporality of 
display making itself, because one is repeatedly made accountable for the choice of photo displayed.  
Possibilities exist here for photo displays that make visible the ongoing engagement with display-
making, revealing not only the process of getting a photo to a display but also the act of keeping it 
there, of perpetuating a photo's display. 
Whilst Photoswitch explores tensions surrounding curation and moral obligation, Photomesh explores 
tensions surrounding curatorial control and ideas of familial democracy.  It was chosen for raising 
questions around the photowork that goes into preparing home displays and possibilities for this work 
to be a collaborative endeavour within the household.  Photomesh shows how collaboration might be 
configured or reconfigured by a set of design interactions.  The design conflates the work of curation 
with the act of presenting photos. 
All of the designs highlight the way in which photo displays in the shared space of home - the 
curatorial domain – mediate family relationships.  All connect family dynamics to the dynamic nature 
of the screen displays, either in the relation to the liminality of digital imaging per se or its potential 
automation. Finally, from an embodied interactional perspective, the designs express the dynamics 
between people and things in the material configuration of the devices.   
                                         
122 Findings from Study One were presented at the workshop. 
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6.3 Prototyping Concepts 
This section sets out the process of prototyping Photoswitch, Photoillume and Photomesh.  There 
were a number of motivations behind this.  First, in line with the concept-sketching exercises, each 
design was not developed as a prototype product per se but rather as a thinking tool, to provoke 
reflection and ideation around the Study One findings.  Towards this end, the researcher decided to 
approach the Study One participants again and invite them to ‘host’ a technology probe.  The aim 
would be for the researcher to use the probe to continue a dialogue with the participants about 
teenage photography and home curation and, specifically, to sensitise them to politics surrounding 
these phenomena and their integration.  
This intention underpinned the rationale for deploying a novel design in the field rather than an 
existing commercial one, and is reflected in the development of each concept.  As thinking tools, the 
prototypes were intended as a tangible means for those involved in the research, including 
participants, to generate further considerations for the design of display devices that would be, 
indeed, product-orientated.  So as not to be prescriptive in this regard, the functionality of each built 
design was to retain the minimal functionality of the sketches.  The aim was to deploy something that 
participants could project their own ideas and speculations about display devices onto.   
A key motivation for building the designs was to develop a better 'hands-on' understanding of the real-
world technical challenges presented by networking digital display devices together and distributing 
them across a home.  It was deemed interesting to consider how a networked ecology of devices 
might support or problematise home curation.  Photoswitch, Photoillume and Photomesh were 
selected in part because they had the potential to work together as an 'ecology' of networked 
devices.  As will be described in the pages to follow, the process of building the probes and thinking 
about how they could interact with one another enabled the researcher to think through interaction 
aesthetics for networkable and distributed displays, which is a seemingly relevant consideration for a 
design space that is increasingly digitised.  Even these simple designs offered relatively complex 
functionality when networked, with interesting implications for design to be taken forward. 
6.3.1 Design Development 
Modelling systems 
The sketching exercise showed that even the most minimal functionality could potentially produce 
complex social interactions.  One challenge presented by translating sketches into built designs was 
to retain, in the latter, the functional simplicity and subtlety of the sketches.  Having said that, each 
design necessarily became more complicated in order to realise a physical, functioning device.  Each 
prototype was built to be functionally simple, but inherently flexible in its functionality so that it 
could be configured for specific research objectives. Features were designed to be switched on or off 
depending on the requirements of the study they would serve.  This included imbuing each with the 
capability to be networked to other devices.   
The task of translation was approached in terms of modelling the system of interaction that each 
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design would afford.  Thinking in system terms prompted further thinking about designs as 
components of a system of networked devices.  Before building any hardware, hand-drawn flow 
diagrams and software applications were employed to rapidly prototype and iterate system ideas. 
 For example, some prototypes take the form of Flash animations123 and, in other instances, 
prototypes modelled in Flash Action Script124 or another programming language were connected to 
hardware including basic electronic components such as switches and sensors. 
Digital display design 
The first design to be prototyped was Photoswitch.  This design was originally intended to afford what 
a screen display affords in the most basic terms, that is, inherent mutability.  As a sketch, 
Photoswitch was not seen to incorporate any electronics at all.  Rather, it was envisaged as a wooden 
or acrylic box with a sliding door that houses two printed photos, propped up inside.  However, in 
keeping with the rationale outlined above to explore the potential of digital and networkable 
displays, Photoswitch was developed into a digital display device, like Photomesh and Photoillume.  
The challenge was to consider what additional functionality Photoswitch might exploit by 
incorporating digital screens rather than encasing prints, whilst at the same time retaining the effect 
of its original critical nature as an analogue device.  
After thinking through a number of possibilities, it was decided for the final Photoswitch design to 
retain its physical case and sliding door.  However, in place of two printed photos, the device housed 
two digital display 'regions', each displaying a single digital photo at any time. The screen displays 
were realised by encasing a Sahara Tablet PC125 and creating a software application to run on it.  In 
the final design, the application depicts a screen display with two 'regions', the sliding door serving to 
constrain viewing to one region at the expense of the other. 
                                         
123 http://www.adobe.com/products/flash. Accessed 18. 04. 09. 
124 http://www.actionscript.org/index.php. Accessed 18. 04. 09. 
125 http://www.tabletpc2.com/Sahara.htm. Accessed 18. 04. 09. 
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Figure 54: System design for a digital version of Photoswitch. 
In this digital version of Photoswitch, illustrated in Figure 54, each region does not simply display one 
photo.  The system assigns a collection of photos to each display region, and each collection is stored 
in a directory on the device.  From a user's perspective, the door serves as switch to change photos on 
display in the two regions.  In system terms, the door activates a mechanical switch that is connected 
to the Sahara application.  Stuart Taylor at MSRC programmed the application in Visual C++ 
language126 so that, when prompted by the physical handling of the door, a photo on display in a 
given region may be replaced by another photo from the collection assigned to that region. 
This automation can be described in more detail in relation to Figure 54.  A photo displayed on the 
region that is behind the door starts to fade to black over a given timeframe (that is configurable), at 
which point it is automatically replaced by another photo from the collection, by random selection.  
Sliding the door again before this point causes the faded photo to return to its original brightness but 
                                         
126 http://msdn.microsoft.com/en-us/visualc/default.aspx.  Accessed 03. 05. 10.  
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after this point reveals a new photo from the collection. 
The rationale behind this automation can be explained in terms of the inquiring purpose of the 
device.  Photoswitch was designed to provoke its users to consider (as a starting point at least), ‘what 
does it mean to take one household member’s photo off display and replace it with another’s or even 
your own?’.  This provocation, inherent in the original sketch, was developed in a digital context via a 
particular set of conditions for interaction.  Photoswitch enables limited manual control to change 
the photo on display: it cannot be used to select a particular photo for display; it only enables the 
removal of a particular photo from display.  To discourage people from using the sliding door as a 
manual switch to browse collections, the timeframe within which the photo fades had to be long 
enough to detract people from using it for this purpose.  The Sahara application was designed for 
contingencies like this timeframe to be reconfigurable for testing and deployment.   
 
 
Figure 55: Developing display behaviour for Photoswitch. 
By presenting a particular context for interaction, Photoswitch draws attention to the dynamic 
properties of digital photo displays whilst focusing on tensions surrounding their temporality for 
multiple users.  These interaction aesthetics are further illustrated in Figure 55.  The introduction of 
a photo-fading behaviour was inspired by some of the initial ideas for Phototimer and Photoillume, 
alongside two other fictional references: in part by a novel entitled The Picture of Dorian Gray, 
depicting a painting that 'ages' over time (Wilde, 1931); and a feature film entitled Back to the 
Future127, depicting a photo that fades to reflect the changing fate of its referents. In the spirit of 
Reflective Design, the photo-fading behaviour invites Photoswitch users to consider the potential 
negative implications of taking a photo off display.  Having the photo fade away when it is behind the 
door connotes something being left to disintegrate if neglected; the fading behaviour accentuates the 
'shutting off' of the display whilst simultaneously connoting the need to attend to the photo, as if that 
photo is living.   
Film photography has generated socio-cultural expectations of the photo-as-object (Edwards, 1999).  
Just as a photo is historically associated with the 'fixing' of an image, a print on display is associated 
                                         
127 http://www.imdb.com/title/tt0088763/. Accessed 18. 04. 09. 
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with fixing an image in a place.  However, one might speculate that the cultural expectations brought 
to a digital photo frame are possibly quite different because a digital image is mutable and 
contingent.  In principle, the digital iteration of Photoswitch critically examines two features of 
digital display in the social context of the family home: the ease with which a photo display can be 
replaced; and the mutability (and contingency) of the digital image itself. 
The fading behaviour also offers feedback about prior Photoswitch use.  The degree to which a photo 
is faded when revealed from behind the door is indicative of when it was taken off display and 
therefore of the context and even, perhaps, the person associated with the action.  
 
Figure 56: Developing display behaviour for Photoillume. 
Considerable thought went into developing display behaviours for the other two designs as well. 
Photoillume was not developed too much from the original sketches, as a portable device for 
displaying a single digital photo, the display fading to black if the device is placed in relative 
darkness.  The screen behaviour was developed along the same lines as the digital iteration of 
Photoswitch and drew upon the same inspirations and cultural references for poetic and provocative 
effect.  In the final design, when returned to light, Photoillume either revives the same photo or, if 
faded out, displays another from a directory that is located on the device.  As with Photoswitch, the 
point at which a photo fades to black triggers a switch to replace the photo (Fig. 56). 
Central to the original concept is that Photoillume can be 'hand-held' and easily moved around.  To 
retain this capability, Photoillume was fabricated by encasing a Samsung Tablet UMPC128, an 'ultra 
mobile' hand-held computer.  Whilst prototyping Photoillume, this computer was running a Flash 
application connected to light sensing hardware.  The application displays photos and fading 
behaviours in line with the description above and in response to physical handling of the light sensor. 
                                         
128 http://www.samsung.com/uk/business/b2b/products/notebooks/ultra_mobile/q1.htm.  Accessed 18. 04. 09. 
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Figure 57: Photoswitch system in ambient mode & browse mode. 
The Photomesh system was sketched as a wall-mounted touch-screen device for displaying multiple 
photos simultaneously.  The sketch communicates an ambient mode, with a system that calls up 
photos randomly from an associated directory to drift across the screen.  It also affords a set of walk-
up interactions, by which its user can enter 'browse mode' and use direct manipulation to engage with 
the collection chronologically (Fig. 57).   
 
Figure 58: Photos can be directly uploaded to Photomesh. 
The process of prototyping Photomesh led to further considerations for this functionality.  The design 
was developed to enable the direct upload of photos to the device, by anyone, at any time when in 
its vicinity.  In one design iteration, uploading photos to the device triggers the display to go into 
browse mode.  Uploading activity is also made to be as easy as possible.  This iteration is visualised 
with numerous, conspicuous USB and Firewire sockets connecting cameras and other mobile devices 
directly to it (Fig. 58).  The rationale behind this was to suggest a real-world intervention that aspired 
to Giddens' notion of familial democracy, in order to critically examine the extent to which a design, 
in material terms, may enable or constrain photographic expression between household members. 
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As with Photoswitch and Photoillume, considerable thought went into what can only be described as 
'choreographing' the behaviour of photos on the Photomesh screen.  This involved thinking about how, 
when in ambient mode, photos could be animated.  For example, how fast could they move across 
the screen and how might this animation affect one's sense of the display being peripheral, ambient?  
What might ambient drift behaviour look like?  How could photos first appear when they are called up 
from the directory to the screen?  A series of Flash animations was made to explore these questions. 
More generally, the various prototyping exercises highlighted the design effort that must go into 
animating screen displays of digital photos. 
Speculative Platform for Devices 
Choreographing the movement and behaviour of digital photos on-screen became more complicated 
when it was considered across multiple, networked devices.  From the outset of prototyping the three 
designs, they were viewed as a collection of potentially interconnected devices and illustrative of an 
extensible platform of dedicated digital display technologies for distribution at multiple sites in a 
home.  This speculative platform embodied a Ubicomp model of multiple interactive surfaces, 
whereby the relatively simple interactional properties of each device has the potential to combine to 
enable diverse and sometimes complex possibilities for displaying photos.  Moreover, this platform 
was envisaged as an extensible architecture so that additional devices, each offering a distinctive set 
of features, could be added incrementally. 
Collectively, the three devices enabled a critical examination of the interrelations between digital 
displays and how these interrelations might be closely tied to the specific functional features of each 
device.  The point of considering the networking of the three designs was not simply to demonstrate 
an ability to transfer photos between displays, but rather to prompt careful consideration of the 
influence that digital photo displays may have over one another in everyday use.  This connected to 
the demands of home mode practice and the significance of placing photos, as objects, in the home's 
ecology of artefacts.  The notion of a platform of networked devices was intended to encourage a 
conceptual exploration into a repertoire for arranging and displaying digital photo collections 
(Durrant et al., 2008). 
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Figure 59: Envisaging displaying a family collection across distributed devices. 
When envisaging this platform (and hypothetical scenarios of use), a number of assumptions were 
made visible to the researcher about how a household might collectively handle photos on such a 
platform.  For example, each of the three designs suggested the existence of discrete photo 
collections within the household; Photomesh in particular suggested the existence of a shared family 
photo collection (Fig. 59).  The designs also suggested that people would want to situate their digital 
photo displays in the home on a dedicated display device, that is, place photos somewhere, at some 
point in time.  In parallel, the idea of a network suggested that people would want to move photos 
between places in the home, at different times, as well as situate them.  These various implications 
were, sure enough, reflected upon and challenged through building the designs and the speculative 
platform that they populated. 
Leading on from this, the devices were developed to display digital photos that would be stored on a 
central directory.  The directory could reside on any one of the three display devices or on a remote 
computer.  The devices and, if necessary, the remote computer could distributed across a common 
wireless network in a home.  The specific interactional features of each display could dictate which 
photos would be copied from the central directory and when and where they would be displayed. 
A number of hypothetical configurations for networking Photomesh, Photoswitch and Photoillume 
were sketched out in advance of developing hardware, in order to build adequate networking 
capability into each device.  One such a scenario can be described here.  In the following scenario, 
Photomesh is located in a central, communal place in the curatorial domain, where its displays are 
most salient to the household and its visitors.  Photoswitch is also located in the curatorial domain, in 
a communal space.  Photoillume, by contrast is envisaged as a personal device, located in a de-
centralised place, such as a teen bedroom. 
In this scenario, the longer that a photo is displayed on Photoillume, the less likely it is to be 
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displayed on Photomesh and Photoswitch.  In this way, the photo's display site can become physically 
'de-centralised' within the home, and therefore less salient; an act of display is associated with a 
physical display site in the home's ‘surface ecology’ (Crabtree and Rodden, 2004). 
 
Figure 60: Hypothetical scenario for networking Photoswitch, Photomesh & Photoillume.  
Two sketches describe this behaviour across devices in greater detail.  (Note that, in these two 
sketches, Photomesh is rendered more simply as a basic touch-screen prototype.)  On its two 'regions', 
Photoswitch can display two different photos from the collection in its two regions (Fig. 60).  In the 
scenario, a photo kept on display on Photoswitch is made to be more visible in the collage of photos 
displayed on Photomesh.  Similarly, a photo that is less visible on Photomesh is 'pushed' to a queue for 
display on Photoillume. 
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Figure 61: Device behaviour in hypothetical scenario. 
A given photo can also be 'pulled' off Photomesh, to Photoillume (Fig. 61): the longer a photo is kept 
on display on Photoillume, the less visible it becomes on Photomesh; it fades and sits behind other 
photos, or, if not already on display on Photomesh, is less likely to drift onto display.  Covering over a 
photo on Photoswitch reduces its visibility on Photomesh and, in turn, promotes its visibility on 
Photoillume, again, 'de-centralising' its display in the home  (Fig. 61).   
Essentially this scenario plays with the idea of triaging 'family' photos in terms of their salience across 
multiple sites within the home's physical ecology, in the curatorial domain versus beyond it.  In this 
scenario, Photoswitch and Photoillume provide two interfaces to this triaging, inside and outside of 
the curatorial domain respectively. 
 
Figure 62: Stills from a Flash animation of photos moving between devices & Photomesh drift behaviour. 
Aside from sketching, making Flash animations of the above scenario enabled drift behaviours for 
Photomesh to be explored (Fig. 62).  The process of building hardware prototypes of devices will be 
described in the remainder of this chapter.  Discussion aims to illustrate how prototyping was 
informed by creating speculative scenarios of interconnected devices. 
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Figure 63: Negotiating photo displays between people & places. 
In summary, Photoswitch, Photomesh and Photoillume, if networked, could afford different kinds of 
negotiation over what is displayed from a single, family photo collection (Fig. 63).  This would be 
emphasised by the way in which the devices would be networked.  People could add to the shared 
collection via other means than via the devices.  What people could do with this shared collection is 
of interest in the context of this discussion in terms of how they would negotiate the display of these 
photos within their shared living space, across the three devices. 
6.3.2 Fabricating Designs 
Photoswitch for deployment 
At some point during the development of the designs, the researcher realised that, whilst it was an 
insightful exercise to prototype all three devices, not all three devices would need to be developed 
into technology probes for field deployment.  There were two main reasons for this.  First of all, the 
probes would need a certain functional robustness, consistency and usability that is technically 
challenging and time consuming to render.  This level of rendering was not deemed realisable within 
the scope of the project for all three designs.  Secondly, thinking through the potential complexity of 
interaction that the 'ecology of devices' afforded as a whole, the researcher was concerned whether 
or not this level of complexity would be suitable, or necessary, for deployment purposes, for opening 
up the 'play of possibilities'. 
The function of a technology probe in the field is to generate data about its own, meaningful use 
(Hutchinson et al., 2003).  In the research context, a probe's functionality needs to be minimal and 
non-prescriptive so that participants can adopt it in their own ways.  Indeed, this is the point: it is 
the nature of the adoption that is of interest to the researcher.  The probe is to offer 'footholds for 
interpretation' (Sengers and Gaver, 2006) to enable creative handling; it should inspire further design 
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possibilities through its real-world adoption.  Hutchinson et al. (2003) specify how a technology probe 
should be built. 
A	  well-­‐designed	  technology	  probe	  is	  functionally	  simple	  and	  flexible	  with	  respect	  to	  possible	  use.	  	  It	  is	  
not	   a	   prototype,	   but	   a	   tool	   to	   help	   determine	  which	   kinds	   of	   technologies	  would	   be	   interesting	   to	  
design	   in	   the	   future.	   	   A	   successful	   technology	   probe	   is	   open-­‐ended	   and	   explicitly	   co-­‐adaptive:	   we	  
expect	  the	  users	  to	  adapt	  to	  the	  new	  technology	  but	  also	  adapt	  it	  in	  creative	  new	  ways,	  for	  their	  own	  
purposes.	  (Ibid,	  18)	  
Whilst a technology probe should be 'open-ended' and 'co-adaptive', this is not to be achieved through 
making the functionality unclear.  Good interaction design practice requires that a system is 
navigable and gives consistent feedback order that people can interact with it meaningfully, that 
they can express intentionality (and sense-making) through it (Moggridge, 2006).  The 'open-
endedness' that Hutchinson and colleagues speak of in the excerpt above is found in the purpose that 
participants lend to the probe when they adopt it, not, crucially, in the functionality.  When 
Photoswitch, Photoillume and Photomesh were sketched out as a networked ecology, it was presumed 
that the functionality of each individual device would increase in complexity to so as to risk 
confounding participants in terms of their meaningful interaction with it.  Each design would have 
novel functionality that participants must learn over the course of a deployment.  This consideration 
was coupled with the finding that, at the time that Study One commenced, none of the participating 
families had adopted digital photo frames or similar devices for displaying digital photos ambiently at 
home.  So, the deployment of a digital display device in a further study could, already, be a novel 
intervention into participants' homes.  On this basis, it was decided that one of the three designs was 
to be developed for deployment in participants' homes, as a standalone technology probe that would 
not be networked. 
Out of the three designs, it was realised that Photoswitch had the potential to investigate many of 
the lines of inquiry that were raised in the Study One analysis.  For the most part, this potential was 
expressed in the design’s capability to display photos from two collections at a single site.  
Photoswitch invites negotiation on the display of multiple photo collections in the curatorial domain 
that could belong to different household members.  Also, Photoswitch, like Photoillume, deals with 
the temporal framing of photo displays, because one photo must be displayed at the expense of 
another, drawing a user's attention to what it means to keep a photo on display.  The digital version 
of Photoswitch, incorporating fading behaviours, accentuates this.  Perhaps less obviously, 
Photoswitch also explores the situatedness of digital displays.  This is because it invites the 
placement and juxtaposing of two collections at one site that is, significantly, to be located in the 
curatorial domain.  Finally, and somewhat paradoxically, Photoswitch actually lends itself to research 
that explores the potential networking and distribution of photos, without needing to be networked 
itself.  This is because one of the two collections could be created by someone other than the 
curator, such as a teen and, by embracing the potential integration and negotiation of displays from 
these two collections at a given site, the device usefully prompts reflection on the sharing of content 
within a household. As such, it also probes what is not to be displayed in the curatorial domain and 
where alternative sites for displaying certain content may be located in the home or beyond. 
Although Photoillume and Photomesh would not be deployed in further empirical work, they were 
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nevertheless prototyped in order to explore the conceptual and technical challenges presented by the 
task of designing networked display devices. 
Photoswitch sensor mechanisms 
Thinking about how Photoswitch-as-probe could generate data about its own use, it was decided that 
it should incorporate sensor technology, connected to its switch mechanism.  A software program was 
devised to capture information about the context in which the switch is triggered and to log this 
information in a text document.  Contextual information included the date and time, the region 
(collection) that is covered by the door upon the switch, and the actual photographic content that 
was installed for display on both regions at the time.  The idea behind this logging activity was so that 
the researcher could gain additional data about the setting of use that might be drawn upon in 
analysis.   
Alongside the logging functionality, a low-resolution video camera (a webcam) was embedded inside 
the device and connected to the switch mechanism.  The webcam was positioned in the front of the 
device for continuously capturing video data of the setting immediately in front of the display 
regions.  A software program was devised for capturing video alongside other sensor data, upon the 
switch being triggered. 
 
Figure 64: Video capture and logging behaviour for Photoswitch. 
The video-logging behaviour can be described in more detail in relation to Figure 64, along with the 
rationale behind it.  Although the webcam is programmed to continually capture video, it is not 
caching this video as an ever-growing archive. Rather, 16 seconds of video is to be captured and 
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cached; and following that time, the webcam is programmed to record over what has just been 
captured with a new 16-second cache.  Then, when the switch is triggered, eight seconds of video 
cache are not recorded over, but, instead, 'stitched' with a further eight seconds of subsequent video, 
captured after the trigger, saved and logged.  Consequentially, the output is video data from eight 
seconds before and eight seconds after the switch is triggered.   
The aim was for the researcher to gain some visual sense of the social activity that was taking place 
in Photoswitch use, not only following the door being moved but also eight seconds prior.  It was 
anticipated that this data could be shown to research participants following the deployment in their 
homes, as a prompt for discussion about its use.  Due to both ethical and technical constraints, it was 
not possible to capture sound with the video data.  Neither was deemed necessary, because the main 
purpose of gathering the video data was to gain contextual insight about who might be using 
Photoswitch, and how they are handling the content on display at a given time.  It was hoped that 
this could be gleaned from the visual data alone.  Overall, the additional sensor technology described 
here was sensitively incorporated so as not to interfere with Photoswitch's simple functionality.  As 
with the system itself, the sensor technology was programmed by Stuart Taylor. 
Photoswitch physical interface 
After prototyping and testing the various interactional features of Photoswitch, the main case for the 
Sahara computer was built.  The researcher carried out this work in collaboration with Mike Molloy at 
MSRC. 
 
Figure 65: The researcher’s drawings for the Photoswitch case. 
Figure 65 illustrates the design of the Photoswitch case, with sliding door.  The digital version of 
Photoswitch required that the door trigger a physical switch through its handling and position.  In 
order to trigger a switch, the door must move swiftly, from covering one display region, to covering 
the other.  In order to create a binary trigger from what is essentially an analogue form of input, it 
was decided that the door should be 'spring-loaded'. 
The incorporation of a spring mechanism into the door led to it effectively 'snap', from one side of its 
case, to the other.  This 'snapping' action became a central feature, in terms of the aesthetic 
experience of using Photoswitch.  As a high-energy action, the 'snapping' could be experienced in a 
number of ways, not least to amplify the gesture of removing a photo from display.  During test at the 
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lab, it was found that, whatever the snapping connoted for the user, (be that 'playfulness', 
'decisiveness', 'aggressiveness', or something else), it provocatively accentuated the triaging that 
Photoswitch affords.  It was decided that this new feature should influence the choice of material for 
making the Photoswitch case.  Acrylic was eventually chosen because, as opposed to wood, an acrylic 
door could be rendered with clean and sharp edges to make a relatively loud 'snapping' noise upon 
making contact with the sides of the case. 
 
Figure 66: (a) Acrylic casing for Photoswitch; (b) Casing with the acrylic door. 
It was decided that the colour of acrylic chosen for the case should be relatively minimal, in keeping 
with the device's functionality, and also to enable the greatest emphasis to be placed on the photo 
display rather than the case per se.  In the end, a frosted, slightly translucent, white acrylic was used 
(Fig. 66a).  The reverse side of the door was coated with a film to make it more opaque than the rest 
of the case (Fig. 66b), so as not to undermine the function of the door.  
 
Figure 67: (a) Acrylic spring components of different thicknesses to test mechanism; (b) Spring mechanism 
attached to Photoswitch door & case.  
The spring components were also made acrylic (Fig. 67a).129  Time was spent testing different 
strength springs in order to build a robust physical interface that gave consistent feedback and was 
usable and devoid of health and safety risks.   
                                         
129 Different thicknesses were tested for durability and effect. 
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Figure 68: (a) Inside view of Photoswitch case showing spring mechanism and switch; (b) Outside view of case 
showing installation of door and webcam. 
Figure 68a shows the spring mechanism on the door and, to the left, the switch that is triggered by 
the door pushing on it.  The webcam had to be positioned on the right hand side of the case due to 
space constraints with fitting components together (Fig. 68b). 
Photoswitch final configuration 
 
Figure 69: Photoswitch as technology probe, being tested in the researcher's home; Translucency of door is visible. 
In the final configuration, two collections of digital photos were assigned to the device, one for each 
region (Fig. 69).  In the event of its deployment, one region was to be allocated to a teen collection, 
and the other to the teen's parent's collection.  The sliding door presented a physical constraint that 
invited the teenager, the parent, and any other user, to enter negotiations for sharing a single photo 
display site.  This constraint was devised specifically to provoke reflection on the process of 
negotiation involved in displaying two, inter-generational photo collections at home.  Given this 
potential, Photoswitch was designed for deployment in a communal space. 
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Figure 70: Photoswitch technology probe in use. 
Addressing interest in the novel affordances of digital display technology, the automatic behaviours 
were configured so that a photo displayed on the region behind the door starts to fade to black over 
15 minutes, at which point it is automatically replaced by another photo from the collection, by 
random selection (Fig. 70).  Sliding the door again before this point causes the faded photo to return 
to its original brightness but after this point reveals a new photo from the collection.130 
Photoswitch was thus configured to afford a particular set of conditions.  As the researcher did not 
want people to use the sliding door as a manual switch to browse collections - for this would confound 
the critical function of Photoswitch, it was established, through prototyping and testing, that the 15-
minute ‘effect’ of the sliding door-as-switch was long enough to detract people from using it for this 
purpose. 
The building of Photoswitch was more rigorous and time-consuming than the building of the remaining 
two designs, because the plan to deploy it in the field was realised early in development.  
Photoillume and Photomesh were prototyped to explore, though building, the Ubicomp concept of 
networking multiple display devices and situating photos in a curated ecology of objects. 
                                         
130 See Appendix J for a video of the working Photoswitch prototype. 
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Photoillume physical interface 
 
Figure 71: Photoillume (a) to-scale foam model; (b) Initial drawings for prototyping. 
The case for Photoillume was built using the same acrylic as that used for Photoswitch, the scale of 
the case illustrated in Figure 71a. 
 
Figure 72: Photoillume final design, now tilt-able, with light sensor in base depicted as red dot. 
Originally, Photoillume was envisaged as a box that, like Photoswitch, could potentially be turned on 
its side so as to orientate to show landscape photos.  However, this idea had to be compromised 
because of technical challenges presented by the light sensor, concerning the ability to trigger a 
digital switch from analogue input.  As with the sliding door in the Photoswitch system, the light 
sensor for Photoillume proved hard to take binary input from.  In order to create a functioning, 
working prototype, the base was redesigned to constitute a foot with a hinge (Fig. 72a), so that the 
light sensor could be positioned under the screen - now tilt-able.  This enabled more manual control 
and greater manipulability of the orientation of the device to light sources - and therefore of the 
display.  Given the proportions of the screen, this new design meant that only portrait-format photos 
would be 'displayable'. 
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Figure 73: Photoillume prototype in use in the researcher's home. 
Figure 73 shows a sequence of stills from a video capturing the use of the final working prototype in 
the researcher's home.131  The interface for the final prototype was designed in collaboration with 
Alex Taylor at MSRC.132  The timeframe for the photo-fading behaviour was re-configurable, but a 15-
minute timeframe was found to work for testing purposes. 
 
Figure 74: Digital display design for Photoillume. 
The final display design, developed from the original sketch, is illustrated in Figure 74: as the photo 
display fades, translucent panels also close in on the photo, and open out again when the display is 
'revived'.  
                                         
131 See Appendix J for a video documenting a working prototype of Photoillume. 
132 Action script was used to program the UMPC display in the final prototype. 
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Photomesh physical interface 
The final prototype of Photomesh was realised using large, 19" touchscreen, and prototyped at a 
smaller scale on a Sahara tablet PC, the same kind computer used to prototype Photoswitch.133  Phil 
Gosset at MSRC coded the application, whilst the final prototype was designed in collaboration with 
Phil Gosset and Alex Taylor.   
 
Figure 75: Visualisation of the 'photo-grid' that drifts in & out of view on the touch-screen.  Note that only the 
view through the circular frame is visible to the user, not the touch-screen. 
First, the ambient mode functions will be described.  Photos are visually arranged on a large, virtual 
grid (of 100 x 100 photos for testing purposes), chronologically (by creation date), and in rows (Fig. 
75).  This photo-grid appears to drift across the circular framed screen that is connotative of a 
porthole.  
 
Figure 76 (a) & (b): Pressing the drift ring to direct the drift of photos (towards the press point). 
                                         
133 As with Photoswitch, the associated software application was coded in Visual C++ language. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
6. RESEARCH-ORIENTATED DESIGN 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
205 
Inside the circular frame is an interface for influencing the drift of the photos, dubbed a drift ring 
(Fig. 76a).  When someone presses on any point of the drift ring, the photo-grid starts drifting in that 
direction (Fig. 76b).  The drift behaviour can also be influenced via another means, to be discussed 
later in this section. 
 
Figure 77: Prototype of Photomesh in use: (a, b & c) From ambient mode to browse mode; (c) Using drift ring to 
navigate in browse mode; (d) Select photo to view; (e) Back to ambient mode. 
When someone touches one of the photos on the screen, the system enters browse mode (Fig. 77b).  
In browse mode, three photos are visible: the selected photo is large and centred; and two photos are 
visible either side, one chronologically positioned before the selected photo in the photo-grid, and 
one positioned after.  These two peripheral photos are faded by 80 percent of their full brightness 
(Fig. 77c).  As in the original sketches, the user can then browse sequentially through the photo 
collection (the photo-grid).  The drift ring can be used to browse back and forth. Selecting a photo 
enlarges it (Fig. 77d).  Touching the background area of the screen - that is not on a photo - will 
return the user to ambient mode (Fig. 77e).134 
As outlined above, it was decided in the course of the prototyping activities to network Photoillume 
and Photomesh as a design exercise alone.  Photomesh was envisaged for a central, communal space 
(the curatorial domain) and Photoillume for a de-centralised, personal space, so the coupling of the 
two devices remains conceptually interesting in terms of thinking about the potential distribution of 
photos within and beyond the curatorial domain. 
                                         
134 See Appendix J for a video documenting a working prototype of Photomesh. 
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Figure 78: Photo fading to be replaced on Photoillume drifts into view on Photomesh. 
The two final prototypes were connected together so that the direction of the drift behaviour on 
Photomesh was affected by the handling of Photoillume.  In this configuration, if a photo fades off 
Photoillume, then the photo-grid changes its current drift direction so as to orientate this particular 
photo, wherever it is on the grid, towards the centre of the porthole view (Fig. 78).  This is what is 
happening in programming terms, but, from the user's perspective, the porthole appears to drift 
towards the photo. 
This functionality can be conceptualised in another way.  Imagine that a photo is 'pushed' off 
Photoillume, onto Photomesh, from a personal space to a communal space.  Similarly, and further to 
the speculative scenarios outlined in the previous section, a photo can be 'pulled' off Photomesh, 
away from the communal space, if it is displayed for a long time on Photoillume.  
 
Figure 79: Video stills showing working prototypes of Photoillume & Photomesh networked together.  
This interconnectivity was realised in the final working prototypes of Photoillume and Photomesh 
(Fig. 79).135  The application devised for the animation of photos on Photomesh has a default 
instruction to create a random drift pattern - so that the photos are always moving.  However, when 
investigating the working prototypes networked together, the drift behaviour was found to be largely 
                                         
135 See Appendix J for a video documenting the prototypes in use, networked together. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
6. RESEARCH-ORIENTATED DESIGN 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
207 
governed by the handling of Photoillume and the input from its embedded light sensor.  Indeed, this 
interaction between the devices because a highly evocative feature of Photomesh in use, giving 
indication of Photoillume activity, without showing exactly how Photoillume was being handled.  
Significantly, when testing the prototypes in this configuration, they were found to affect each other's 
functionality in a way that was intuitive rather than confounding. 
The final working prototypes of Photoswitch, Photoillume and Photomesh were exhibited at an HCI 
conference, with Photoillume and Photomesh networked together as in the configuration depicted 
above and in Appendix J(04).136  This exhibition platform created the opportunity to evaluate the 
design exercise, with conference attendees interacting with the devices.  The devices proved to be 
robust, whilst their networked functionality proved to be, for the most part, intelligible.  Users found 
the way in which the handling of Photoillume directed drift behaviour on Photomesh to be 
particularly captivating. 
However, the following issues were fore grounded.  The exhibition stand was located in a brightly lit 
hall.  A general issue was that the screen displays of Photomesh and Photoillume were often hard to 
see because the illumination of LCD technology requires relatively less ambient light.  Related to this, 
a specific issue arose with regards to Photoillume. Although Photoillume's sensitivity to light was re-
configured (to cater) for this environment, the surrounding arrangement of architecture and artefacts 
was not conducive for identifying 'relatively light' and 'relatively dark' environments with which to 
manipulate the display.  Thus it proved hard, at certain times, to either keep a photo on display, or 
remove a photo from display.   
Other environmental factors, such as changes in natural light, or someone walking past and casting a 
shadow on the device, also interfered with Photoillume's functionality so as to problematise user 
intelligibility.  For example, when one 'attended' to the device, the device was supposed to respond 
by reviving a photo, but sometime it made the photo fade more.  Photoillume's system behaviour 
presupposed that the device would be 'pulled' out of a relatively dark environment when a photo is 
viewed.  However, if Photoillume was situated in a place that was flooded with light, then a person's 
encounter with the device had the potential to cast a shadow and create the opposite effect to what 
was intended: the photo started to fade. Perhaps surprisingly, relatively few instances of this case 
occurred over the course of the exhibition.  Still, their occurrence raises questions about the efficacy 
of the design, along with new and interesting design issues to be addressed. 
6.3.3 Summary of Design Practice 
The aim of incorporating design practice into the project was to further explore the Study One 
findings from a design perspective, whilst developing a technology probe that could be used in further 
empirical work (as research-orientated design). 
The conceptual design exercise proved valuable for connecting the findings and design implications 
from Study One to forms, arrangements and configurations of technology in the material world.  The 
prototyping exercise related all these considerations to the aesthetics of embodied interaction, and 
                                         
136 http://www.chi2008.org/. Accessed 18. 04. 09.  
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highlighted technical challenges in relation to the emergent, built designs. 
A significant outcome of the design work was the production of a working technology probe for use in 
a second empirical study, the details of which will be discussed in the next chapter. 
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7. Study Two: Part I 
7.1 Study Two Aims 
Two distinct practices emerged from Study One relating to the display of photos in the family home, 
namely teen photography and home curation.  Intergenerational power relations were found to 
impact considerably on the potential integration of these practices as they affected photo display.  A 
second study aimed to further explore the nature of this integration.  This second study is 
documented across two chapters.  This chapter documents the study' aims, method and analysis, 
whilst the next chapter documents a discussion of the study's key findings. 
Study Two was designed to connect the insights from Study One to an emerging innovation space of 
situated digital displays.  This space is defined by the ever-increasing pervasiveness of digital 
technology in the home, a phenomenon set out in Chapter Two, coupled with the emergence of a new 
class of situated, dynamic and networkable display technologies that may be developed for home 
settings (O'Hara et al., 2004, Rogers and Rodden, 2003).  Given their potential, it was deemed timely 
to explore how these new technologies might support or transform domestic photo display mediated 
by new recruits and practices.  More specifically, how may parent-teen relationships be supported or 
enriched by technologies that situate digital photos on a dedicated display device beyond the 
desktop? 
Photoswitch was designed as a technology probe and critical resource to pursue the dual objective of 
understanding family photo practices and mapping an innovation space.  In Study Two, it served as a 
catalyst to provoke further reflection on the findings from Study One and was configured for Study 
Two to embody the intergenerational tensions represented by the coming together of home curation 
and teen photography in the domestic space.  The form and function of Photoswitch arguably 
embodies the thematic tensions put forward by the researcher in the Study One discussion as 
provocation for further exploring the research subject, including 'home curation versus teen 
expression’.137  It was hoped that the deployment of Photoswitch 'in the wild' would enable embodied 
interactional engagement with these tensions (Dourish, 2001) and invite reflection-in-action on the 
research subject by participants (Sengers et al., 2005).  As explained in the previous chapter, this 
'critical' function underpinned the rationale to deploy a novel device rather than an existing 
commercial one.  In sum, the Photoswitch deployment aimed to catalyse existing positive and 
negative tensions between family members that may not be ordinarily confronted and articulated in 
their everyday home lives. 
As just outlined, a key aim was to explore how the handling of photos observed in Study One might 
translate to the handling of a digital photo frame of similar class of photo display device.  One of the 
aims of Study Two was to use Photoswitch to explore this class of device in use.  None of the families 
in the sample had used digital photo frames when they participated.  By means of intervention, the 
Photoswitch deployment attempted to open up a novel design space to participants that involved 
                                         
137 See section 5.6.2. 
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situating digital photo displays on a standalone device beyond the computer desktop.  This is 
essentially what a commercial digital photo frame does.  
There are some key differences between the material properties of digital screen versus print 
displays138 that were deemed interesting to tease out in an empirical setting; it was presumed that 
these differences may have implications for representational practices in families.  A screen display is 
inherently dynamic and mutable, whereas, in the case of a print, a photo is 'laminated' to paper 
(Edwards, 1999), and is relatively static.  Unlike a print on paper, a single screen can afford the 
display of multiple photos over time.  As such, the temporal aspect of screen displays may afford 
peculiar representational practices.  Second, a single screen affords multiple photos to be displayed 
simultaneously, in various forms and arrangements that are more plastic - 'manipulable' - and mutable 
than a print (Van Dijck, 2008), or even a series of prints, collaged together.  This may have 
implications for the coordination (and sharing) of space, or 'real estate', on a screen, which again has 
a temporal aspect.  Third, screen displays, as they are digital, may be programmed to automate 
dynamic behaviours such as the changing of displays.  The automated functionality that accompanies 
the manual handling of screen displays may have implications for relationships of agency between 
people and photos (Middleton and Brown, 2005), which the researcher deemed interesting to explore.  
Finally, screen displays may be copied and distributed across digital networks with considerable ease, 
in comparison to a print display (that must be translated into a digital medium first).  Digital 
manipulability may have implications for the intentionality that goes into self and family 
presentation, or, in Chalfen's (1987) terms, the relationship between 'editing' and 'exhibition' events. 
At this point in the discussion, it is important to distinguish the material properties of Photoswitch 
from a commercial digital photo frame and say why this matters for the Study Two objectives.  
Photoswitch functionality harnessed material resources available for supporting digital photo display, 
including the dynamic properties of digital imaging such as photo-fading behaviours.  But Photoswitch 
most obviously differs from a digital photo frame by having two juxtaposed display regions, rather 
than one, and has a sliding door.  This made for interesting conditions to explore the choreographing 
of screen 'real estate' and the territorialisation of place. The juxtaposing of two collections on these 
regions, with the door feature, also created conditions to explore the networking of displays across 
place and time, to the extent that the handling of one display region impacts upon the handling of 
the other, that display involves turn-taking, and that the twinned collections must be collocated and 
situated in the home.  Also, as discussed in Chapter Six, the manual and automatic functionality of 
Photoswitch could be carefully configured for particular effect so that, unlike a commercial frame, it 
may inhibit any browsing capability, affording only a very slow interaction with photos over time.  
This afforded interesting conditions to explore the agency of a display device in relation to the 
agency of it user.  Altogether, the device was designed to, through its specific configuration, explore 
the potential integration of collections and the temporal framing of displays.  By doing so, the 
researcher hoped to gather insight on the potential value of this class of device for family 
representation.   
                                         
138 See section 5.6.4. 
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Photoswitch invited speculation on what future display technology could be and how it might support 
existing and novel forms of expression.  Photoswitch was designed to provide a novel context for the 
participants to engage with control issues and power dynamics surrounding digital photo display at 
home.  Its deployment in a shared domestic space aimed to engage teens and their parents in 
negotiations surrounding the display of photos, whilst sensitising them to the dynamic properties of 
digital photo display and their personal design requirements.  By observing the ways in which family 
members describe their interactions with Photoswitch in their home environs, the researcher was 
interested in the interplay between the empowerment of personal expression as afforded by (i) the 
novel technology to-hand and (ii) by the generational power relations within the household.  The 
deployment was intended to generate inspiration for the design of commercial photo display tools 
that support families’ domestic practices.  A third aim of the study was to evaluate the efficacy of 
the technology probe for combining Interaction Design and Social Psychology in inquiry. 
In sum, the aims of the study were to: 
(i) Explore the thematic tension generated by Study One of ‘home curation versus teenage 
expression'; 
(ii) Explore the role that digital display technology design could play in family representation; 
(iii) Evaluate use of a novel display technology as a critical resource in social psychological research. 
7.2 Study Two Method 
This study engages, within each participating family household, at least one older teen and their 
parent, and comprises three parts: (i) the deployment of a novel display design, Photoswitch, into a 
family home; (ii) the selection of photographic content for display on Photoswitch participants; and 
(iii) a group discussion with participants about their experience of the deployment, which other 
household members may join. 
7.2.1 Rationale 
Research aimed to understand the nature of people's experiences with display technology in relation 
to intergenerational power relations at home. The rationale underpinning the deployment was that 
the 'role that digital display technology design could play in family representation' might be better 
understood from a discussion between participants and the researcher about Photoswitch use.  The 
study was designed to focus on the relationship between a participant, a photo, and a photo's display 
in a specific context.  Following a period of deployment, participants were invited to critically engage 
with the display of particular content on Photoswitch, and provide a narrative account of their 
experience.  This took place in an interview context.  Thus, whilst reflecting on the context of display 
and what might be displayed on Photoswitch, the study design continued to address tensions between 
self and family representation, and personal and family photography. 
In addition to narrative accounts of participant experiences being generated at interview, data was to 
be automatically generated by the Photoswitch device itself, by the sensor mechanisms described in 
section 6.3.2.  This 'sensor data log' aimed to provide additional contextual information about the 
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deployment, such as  ‘when it was used’, how’, and ‘by whom’.  This log was intended as an 
additional tool for reflection on the Photoswitch experience, at interview, and beyond.  This 
additional account of use was referred to as 'the Photoswitch account'.  This account was drawn upon 
as and when it related to instances of use in participants' accounts, serving as an additional ‘voice’ in 
the field to be made sense of. 
7.2.2 Sample 
Four of the eight households that took part in Study One were recruited again for Study Two; the 
same teen and parent from each household were recruited.  The reason for revisiting the Study One 
sample was to open up a dialogue with the participants about the findings that their previous 
accounts revealed.  This was seen to afford longitudinal engagement with the participants, shaped by 
an on-going dialogue between them and the researcher. 
The rationale behind the reduced sample size, from eight to four households, was two-fold.  First, the 
analytic framework adopted for the study determined the sample size.  Four to eight households is a 
typical sample size for an IPA study139, and, as will be described below, IPA was used again for Study 
Two.  As noted previously, the sample size for Study One was atypically large for IPA.  Furthermore, a 
sample of four households is typical for the methods used for a technology probe deployment.  So, a 
sample of four households and eight participants for Study Two seemed appropriate. 
Second, the sample comprised female participants only and this limited the number of households 
that could be used.  The decision to recruit females only was deemed appropriate in light of Study 
One and the way in which the findings raised new research questions.  Significant gender differences 
were observed in participants'; and, given that the research is focused upon intergenerational 
relations, it was felt that a single sex sample would be more appropriate, so as to focus on age rather 
than gender.  Furthermore, the choice of a female sample was determined by the finding that, in the 
households studied, parents' photographic practices seemed to be mostly carried out by women.  It 
would be interesting to consider gender differences in relation to the research subject at another 
point, but it was considered to be beyond the scope of this current project. 
Therefore, for Study Two, the mother and her teenage daughter (aged 17-18) from each household 
were recruited to participate directly in the deployment of Photoswitch.  All households comprised 
two or more daughters living at home with both parents.  Households shared socio-economic status 
(combined gross income of £40-60k).  All had a shared computer with Internet access.  All had their 
own digital camera and camera-phone.  In Households Two and Four, teenage participants also had 
their own laptops and Internet access from their bedrooms.  
7.2.3 Photoswitch Deployment 
Part One: Content selection task 
In advance of the deployment, each participant in the mother-daughter dyad was invited to create a 
collection of 12 personal photos for display on Photoswitch in response to two tasks.  This task invited 
                                         
139 See section 5.7.1. 
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discussion about the kinds of content used by teens and mothers in self and family representation, 
and how this may impact upon the ability for teens to display photos at home.  The researcher 
thought that this task might shed further light on how the content of teen photography contrasts with 
home mode, with the image of familial democracy that was reproduced by curators in Study One. 
R:	  “For	  this	  part	  of	  the	  study	  you	  will	  be	  asked	  to	  provide	  the	  researcher	  with	  12	  digital	  photographs	  
from	  your	  collections	  in	  response	  to	  the	  following	  tasks:	  
(i)	  Select	  six	  digital	  photographs	  that	  portray	  yourself;	  and	  
(ii)	  Select	  six	  digital	  photographs	  that	  portray	  your	  family.	  
If	  you	  have	  any	  queries	  please	  don’t	  hesitate	  to	  discuss	  them	  with	  the	  researcher.”	  
Content was to be either emailed to the researcher in advance of the deployment, or alternatively 
transferred onto Photoswitch by the researcher when deployed. 
Part Two: Deploying Photoswitch 
Where Photoswitch is deployed in each home was deemed significant to the researcher, in part 
because Study One showed it was unusual for teens to be given the opportunity to display their 
personal photos in the communal spaces of the home.  Within the context of the study, teen 
participants were given the liberty to create a collection without the arbitration of their mother, for 
display in a conspicuous, curatorial 'hotspot'. 
Following the content selection task, the researcher visited each of the participating households with 
Photoswitch and asked the participants where, out of all the various communal spaces in the home, 
they would jointly like to situate the device.  
R:	  [To	  participating	  dyad:]	  “Please	  choose	  a	  place	  for	  this	  device	  in	  your	  home.”	  
The researcher then proceeded to set-up the device and connect it to the mains power socket, whilst 
describing its functionality in order that participants find it usable.  This included describing the 
video-logging feature.140  Note that the researcher did not discuss the device's critical function with 
participants at this point. 
The deployment period was approximately two weeks.  In some cases, to be specified below, the 
researcher visited participants' homes during the deployment, in order to collect some of the sensor 
data that had been logged in the first few days.  In these cases, the researcher consolidated and 
reformatted the sensor data to show to the participants at interview, as an additional stimulus for 
discussion. 
Part Three: Semi-structured dyadic interview 
Following the deployment period, the researcher re-visited each household to conduct a semi-
structured interview with the mother and daughter together about their experience of the 
deployment. Towards the end of the interview, the researcher invited participants to consider 
imaginary, hypothetical scenarios of use based on their experience: these scenarios will be described 
as they feature in the results that follow.   
The researcher also took the opportunity at interview to invite reflection by participants on some of 
                                         
140 For a recap on the design of the video-logging feature, see section 6.3.2. 
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their task responses in Study One, a year on.  The researcher showed them the collection of photos 
that they collaboratively selected to represent 'an ideal portrayal of their family', and reminded them 
of where they agreed they would, hypothetically, like to display the photographic 'portrait' that they 
created.  The intention behind doing this was to how their ideas for the portrait may have changed in 
the intervening period and gain insight into the dynamic nature of family representation.141 
Although the interview took place with the two nominated participants in each household, other 
household members were invited to participate if they were present at the time and interested.  The 
duration of the interview was approximately 40 minutes. 
7.2.4 Analytic Framework 
The analysis involved working with many forms of data: (i) the photos selected by participants for 
display; (ii) the Sensor Data Log, as textual data; (iii) the video camera footage; and (iv) transcribed 
verbal accounts of participants' experiences at interview. 
IPA was deemed appropriate to use again as an analytic framework for working with the interview 
transcripts, because of its form of hermeneutical engagement.  However, potential issues were 
identified for using IPA.  Firstly, and as with Study One, the interviews were to produce dyadic 
accounts and, as discussed already, there are few published examples of IPA being used to analyse 
interviews conducted with more than one person.  Further to this - and building on the perceived 
efficacy of using IPA with dyadic accounts in Study One, the researcher contacted Jonathan Smith, 
who devised the IPA analytic framework, to discuss the suitability of IPA for this second study that 
includes only dyadic interviews.  Smith advised that IPA would be suitable, on the basis that each 
participant's voice, or account, be engaged within the context of 'turn-taking' between multiple 
participants and the researcher at interview.142  With this feedback, it was decided that the 
interviews were to be transcribed and formatted as they were for Study One and the same method 
employed for analysis. 
A second potential issue with using IPA in this study was that the method is not typically used to 
analyse anything other than interview transcripts.  In Study One, photos were inserted into the 
transcripts at the point in the interview when they were first referred to, and used to illuminate and 
illustrate verbal accounts of visual expression.  In the case of Study Two, other forms of data were to 
be handled in a similar way.  For this analysis, the sense-making taking place at interview was to be 
complemented by and, in many cases, co-joined with, the visual data of the photos and the video 
footage, as well as the additional contextual data provided by the sensor log, the 'Photoswitch 
account'.  Hence, the sensor data was intended to provide a means for the researcher to ascertain a 
richer, qualitative interpretation of the context surrounding people's interactions with Photoswitch.  
Suffice to say, it was felt that IPA would be suitable for analysing the multiple accounts produced 
during and following the deployment period, at the interview and also by the Photoswitch device 
itself.  This appropriation of IPA will be evaluated in the concluding chapter of this document. 
                                         
141 The Interview Schedule for Study Two Part Two is documented in Appendix K. 
142 Abigail Durrant in conversation with Jonathan Smith, University of Surrey, 29 October 2008. 
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7.2.5 Ethical Approval 
As with Study One, the proposed method was assessed for its ethical implications.  The design and 
research protocols to the University Ethics Committee for consideration and approval.143  Included in 
the application to the Committee was a description of the method144, along with a comprehensive 
account of the researcher’s engagement with ethics and assessment of risk.145  Ethical approval was 
subsequently granted. 
7.3 Study Two Procedure 
7.3.1 Recruitment 
The researcher contacted all the households in the Study One sample that comprised only females, 
that is, a participating mother and participating daughter.  So, Households One, Two, Four, Five and 
Eight were contacted.  The selection of four out of these households was determined by the order in 
which the households obliged, committed and gave their consent, and their enthusiasm to 
participate.  As a consequence, Household Five was not recruited again. 
Changes to camera ownership 
Upon visiting the households it transpired that details of camera ownership had changed since the 
households were visited the previous year. Three of the teens, Cat, Michelle and Julie, had acquired 
digital cameras as presents to mark their 18th birthdays (and their significant 'coming of age').146  
Whilst Sue and Hisako didn’t have camera-phones and Yvonne and Lara did, all the mothers had 
digital cameras.  Michelle and Caroline had their own laptops (established in Study One), as did 
Hisako and Lara. 
7.3.2 Study Two Home Visits 
Table 4: Dates of Study Two Home Visits (2007-8). 
Table 4 shows the dates of the various household visits.  Note in the table that the original numbering 
of the households has was retained in anticipation of longitudinal engagement with Study One and 
Two accounts.  In the case of Households Eight and Four, the researcher made an intermediate visit in 
between Parts Two and Three.  This was not possible in the cases of Households One and Two for 
logistical reasons concerning members' availability. 
                                         
143 http://www.fahs.surrey.ac.uk/ethics/.  Accessed 04. 05. 10.  
144 This description included the content of sections 7.2.1, 7.2.2, 7.2.3, 7.2.4 & Appendix K. 
145 Risk Assessment is documented in Appendix L. 
146 Caroline already had a digital camera. 
Table 4: Dates of Household Visits (2007-8) 
Household Part Two (Intermediate 
Visit) 
Part Three 
1.  Yvonne and Cat 23rd  September 07 none 7th  November 07 
2.  Sue and Michelle 7th February 08 none 18th  February 08 
8.  Hisako and Julie 7th  May 08 14th May 08 30th May 08 
4.  Lara and Caroline 14th  July 08 21st July 08 30th July 08 
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Visits to Yvonne & Cat 
At the time of the Photoswitch deployment, Cat was 18 (and her younger sister, Marcia, was 13).  The 
household still shared access to one ‘family computer’ in the living room; all digital photos captured 
within the household were downloaded onto this computer and managed on it; and there were no 
digital photo frames in the home.  Therefore Photoswitch offered a novel platform for the ambient 
viewing of digital photos. In terms of mobile devices for capture and display: Yvonne had her own 
camera and camera-phone; since the last study Cat had acquired her own digital camera and a 
camera-phone; and her younger sister, Marcia, had neither. 
Following the content selection task, Yvonne and Cat were visited by the researcher for the 
deployment of Photoswitch at their home (Part Two).  This visit took place on the 24th August 2007.  
On a subsequent visit, following a deployment period of 75 days, the participants were interviewed 
together about their experiences using the device (Part Three).  This visit took place on the 7th 
November 2007 and was 40 minutes in duration.  Marcia joined Yvonne and Cat for the interview.  
The rationale for her joining follows in a later section.  
Yvonne and Cat had Photoswitch in their home for a much longer period of time than the other 
families that were subsequently recruited.  Following this first deployment, it was felt that a shorter 
period of approximately two to three weeks would be sufficient to meet the objectives of the 
research.  Also, following the interview with Yvonne and Cat, it was felt that an additional visit to the 
household would be required, in advance of the final visit, so as to collect a sample of the sensor 
data that Photoswitch captured.  Note that it was only after this first deployment that the sensor 
data was considered as a potential stimulus for discussion at interview, and an alternative 
perspective on the Photoswitch experience. 
Visits to Sue & Michelle 
The researcher visited Sue and Michelle with Photoswitch on 7th February 2008.  Whilst there, she 
loaded Sue and Michelle's photos from the data key onto Photoswitch whilst describing its 
functionality. 
The deployment period of 11 days was relatively shorter in duration than for other households in the 
sample.  The deployment period was shortened due to unforeseen circumstances arising, (concerning 
medical treatment for Sue's youngest daughter), creating logistical issues.  As a result, the researcher 
was unable to make an intermediate visit to Sue and Michelle to collect, collate and analyse a sample 
of the sensor data in advance of interviewing.  Instead, when revisiting participants to interview 
them, the researcher (randomly) collected some of the sensor data from the device as a stimulus for 
discussion, (thus watching it with them for the first time).  The stimulus appeared to sufficiently 
prompt discussion. 
During the deployment, the mains power was accidently switched off and the device shut down.  The 
household assumed that the device broke without noticing that its internal battery had just run down.  
They didn't contact the researcher to inform her of the incident.  This experience might have 
affected the family's perception of the device.  The researcher returned at on the 18th February to 
discuss the family's experience.  
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Visits to Hisako & Julie 
The researcher visited Hisako and Julie with Photoswitch on 7th May.  Julie had just turned 18, 
receiving a digital camera for her birthday.  On the first visit, Hisako asked Julie to load her 
Photoswitch photo collection from the family computer onto a data key, saying she didn't know how 
to do it.  The researcher then loaded Hisako and Julie's photos from the data key onto Photoswitch 
whilst describing its functionality. 
The researcher revisited Hisako and Julie on the 14th May to collect a sample of the sensor data and 
the sensor log.  During this visit, Julie became increasingly inquisitive about the function of the web-
cam and watched the researcher intently whilst the data was taken off the device. 
 
Figure 80 (a) & (b): Stills from stimulus film, composed from sensor log, to show at interview with Hisako & Julie. 
In advance of the final household visit and interview, the researcher collated the data sample and 
identified activity deemed significant in relation to the research objectives.  Building on the insight 
gained from the visits to Households One and Two, the researcher decided to present the 'sample' 
data to Hisako and Julie as a ‘stimulus’ for discussion at their interview.  Sensor data was composed 
as a 'stimulus film' to show 'real-time' activity.147  Eight-second long web-cam clips from Photoswitch 
were juxtaposed and synchronised in time with animations of image behaviour - of what the viewer is 
looking at - on Photoswitch display.  Figure 80 illustrates an instance of use, as two video stills.  
Figure 80a captures Julie approaching the device and viewing an image of a dog on the right-hand 
display region.  Julie then changed the display to uncover the left-hand display region, as captured in 
Figure 80b.   
 
Figure 81: Photo-fading behaviour is also represented in real time in the stimulus film. 
                                         
147 The stimulus film is documented in Appendix M. 
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It is important to note that the photo-fading behaviour was also represented in real time in the 
stimulus film, as Figure 81 illustrates. 
The researcher returned to visit the participants on 30th May to discuss their experience of 
Photoswitch use.  Whilst watching the 'stimulus film' with her mother (and sister, Amy), Julie 
expressed self-consciousness and embarrassment.  She explained to the researcher that after she saw 
the researcher taking data off Photoswitch on the intermediate visit, she became very conscious of 
the web-cam for the remainder of the deployment and that it affected her use of the device.  The 
potential impact of the web-cam on Julie's experience will be discussed in due course. 
At the end of the deployment, and whilst the researcher was interviewing participants about the 
device, the Sahara computer that the system ran on was subject to a hardware fail.   Hardware issues 
subsequently disrupted on-going fieldwork.  It took approximately six weeks to replace the failed 
hardware and the Photoswitch casing had to be partly reconstructed in the process. 
Visits to Lara & Caroline 
For the final deployment with Lara and Caroline, a new tablet PC had to be installed inside the 
Photoswitch casing.  The new tablet was a different size to the original one, making it no longer 
possible to encase the web-cam.  This turned out to be inconsequential, however, because Lara and 
Caroline only gave consent to participation on the basis that the web-cam was disconnected.  Also, in 
light of the impact of the camera feature on the previous deployment, which was negative as well as 
positive in nature, it was decided that the non-visual sensor data captured by the device would be 
sufficient to serve the main purposes of the research. 
Photoswitch was deployed with Lara and Caroline on the 14th July.  In the presence of the 
researcher, Lara loaded the two photo collections prepared by Caroline and herself from a desktop 
computer onto a data key.  This computer was set up in the study, upstairs in her house.148  Photos 
were then loaded on Photoswitch by the researcher whilst the device functionality was explained. 
On the 21st July the researcher revisited Lara and Caroline to check that the Photoswitch hardware 
was performing as it should be, and to collect a sample of the sensor data and the sensor log.  
Caroline was not present for this visit.  
In advance of the final household visit and interview, the researcher collated the sensor data sample 
and identified activity deemed significant in relation to the research objectives.  The sample was 
then made presentable to Lara and Caroline as a stimulus film for discussion.  The researcher 
returned to visit the participants on 30th July to discuss their experience of Photoswitch use. 
7.3.3 Data Collection 
Assimilating Data 
A key question raised in the process of assimilating data was: how would the Sensor Data Log, that is, 
the Photoswitch account, be analysed, and how would this inform the analysis of the interview data?  
                                         
148 Note that no mention was made of this computer in Study One, even though it transpired that it was set up at 
the time and is mainly used by Lara and her husband. 
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Photoswitch sensor data was available to the researcher in the form of a textual log and a 
chronologically labelled set of video files and video stills. Hence, the Photoswitch account comprises 
a text file, video files, and image files.149 
Appendix N(01) shows a screen shot showing avi-formatted video files and jpeg-formatted image files, 
generated by the Photoswitch sensor mechanisms during the deployment with Hisako and Julie.  This 
collection of files is automatically named for chronological collation and stored in a desktop folder on 
the Sahara computer inside Photoswitch.  The year, month, day, and time in hours, minutes and 
seconds is represented in the filename, enabling the automatic chronicling of the files. Appendix 
N(02) also shows the Sensor Data Log, labelled as 'PSLog', which automatically generated as a text file 
alongside the visual data. 
The data log describes the changing position of the sliding door at a given instance of use.  Next, the 
date and time of the action are given, down to the number of seconds.  The time that is logged 
includes seconds because, in some instances, the door is moved more than once within the timeframe 
of a minute.  Next, the name of the photo on the left and right regions is given.  Finally, the 
brightness of the photo at the time of the action is recorded.  In terms of textual description, the 
level of brightness is equivalent to the degree to which a photo has faded as a result of door activity.  
This information becomes more relevant in the context of a number of data entries.  This is because 
it gives the researcher a sense of what the people using the device see when they encounter it, in 
terms of how bright the photo on display is.  
If the researcher wanted to find out who was in the vicinity of Photoswitch at a given instance of the 
door being moved, including who moved the door, then she could cross-reference the information 
given in PSLog with the visual data.  In most cases, household members that were in the vicinity could 
be identified through this cross-referencing. 
                                         
149 Appendix N(01) shows a screen shot showing avi-formatted video files and jpeg-formatted image files, 
generated by the Photoswitch sensor mechanisms during the deployment with Hisako and Julie. 
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Figure 82: Stills from web-cam footage of Yvonne using Photoswitch during her interview. 
In particular, the video footage proved to be very useful for identifying who was using Photoswitch at 
any given time, as well as who was in the vicinity at the time and, in some cases, people's emotional 
response to the displays.  It is worth pointing out that this visual data was intended to provide the 
researcher with additional contextual information about Photoswitch use, but was still subject to 
qualitative interpretation.  When engaging with it, the researcher sometimes drew upon visual clues 
such as particular clothes, for example, in order to deduce who is who.  But this was not always 
possible.  A downside to the webcam as a data source was that, when it was relatively dark in the 
vicinity, there often wasn’t enough ambient light to discern what  - or ‘who’ - was being captured. 
Altogether, the Photoswitch account enabled the researcher to ascertain which photos particular 
people choose to display over others and which photos were kept on display for relatively longer 
periods.  This information then became meaningful when it was related to instances of use 
represented in participants' accounts.  So, it was used to invite and prompt participants to make 
sense of various individuals' Photoswitch use, including the decisions to display - or not display - 
particular photos at particular times; and it is used, following the interviews, to make further sense 
of the transcripts, by the researcher, as they were coded. Sensor data denoting the frequency of 
photo displays was deemed of limited significance per se.  What is deemed significant is the way in 
which people handle photos when they do come onto display.  This shall be discussed in due course. 
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7.3.4 IPA for Study Two 
The analysis of photos chosen for display on Photoswitch was akin to the analysis of task responses in 
Study One and grounded in the sense making between participants and the researcher at interview. 
The sensor data generated by Photoswitch - that is, video footage, video stills and the text-based log 
- was analysed in a similar way, in terms of the sense making that it produced at interview.   
In addition to this, the researcher engaged in another level of interpretation:  the Photoswitch 
account was interpreted in relation to the interview transcripts, allowing for further hermeneutic 
engagement by the researcher that is to inform the final report of the findings.  Hence, the sensor 
data provided a means for the researcher to ascertain a richer qualitative interpretation of the 
context surrounding people's interactions with Photoswitch. 
The procedure for analysing the multiple forms of data can be expanded upon.  In the cases of 
Households Eight150 and Four, the researcher already had the opportunity to analyse a sample of the 
sensor data in advance of the interviews.  However, following the interviews in all of the households, 
the researcher temporarily set aside the sensor data to first engage with the interview transcripts, 
using IPA.  Following an initial coding of transcripts for emerging themes, the log files and video 
footage were re-engaged with as a means to make further sense of the emerging codes, in the 
manner described in section 7.3.3. 
7.4 Study Two Analysis  
This section aims to provide an overview of the households various' experiences of the Photoswitch 
deployment.  The researcher’s observations and initial hermeneutical engagement with Study Two 
accounts, household by household, are documented in Appendix O.  The photographic content 
selected for Photoswitch display is documented in this appendix, along with a description of 
photographic referents as articulated by participants at interview.  In the sections of 7.4 to follow 
here, an summary is structured, household by household, depicting themes that emerged from each 
case as significant.  As with the Study One analysis, individual differences are also represented.  The 
content display is fore grounded in analysis and discussion as it was made meaningful by people at 
interview. 
                                         
150 To recap, Household Eight is Hisako and Julie’s family. 
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7.4.1 Photoswitch with Yvonne & Cat 
Content Selection 
 
Figure 83: (a) Photo chosen by Yvonne to portray herself; (b) Photo chosen by Cat to portray herself. 
Participants’ responses to the Content Selection task provided new insight upon the meanings they 
attached to photos in Study One.  Content reinforced the personal significance of convention for 
Yvonne when representing her family.  Her identity as a hobbyist photographer was also reinforced 
with her inclusion of landscape photos (e.g. Fig. 83a).  Yvonne didn’t include any extended family 
referents in her selection for ‘Family’, rather household unity was emphasised.  Cat and Yvonne both 
made selections for Family that tried to equally represent each household member; and, in all 
photos, referents were posing for the capture event. In her portrayal of ‘Self’, Cat included photos 
capturing herself with friends at parties (e.g. Fig. 83b).  As will become clear in the findings to 
follow, the display of a few of these ‘party photos’ in the communal space was contested by Yvonne, 
revealing tensions on the situating of teenage expression at home. 
Photoswitch account 
 
Figure 84: (a) Cat changing the Photoswitch display; (b) Marcia changing the display again five hours later. 
The Photoswitch data-log provided contextual information about the deployment that informed 
analysis of the accounts provided at interview.  The log showed that Photoswitch was used on almost 
every day of the deployment, with the exception of a weeklong period when the household was away 
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on holiday. A qualitative analysis of the video data showed that Yvonne, Cat and Marcia used the 
device with almost equal frequency, although Yvonne moved the door more than anyone else. Indeed, 
other household members were not seen to use Photoswitch until eight days into the deployment, 
(although there were occasions of use when the environs were too dark to discern activity).  Amount 
of use by Cat and Marcia is almost equal.  Yvonne's husband was not identified in any of the footage 
using the device at any point, although was often present in the room at the time it was used, and 
occasionally captured watching Yvonne and others using it.  Friends and relatives used the device 
almost half as much as Cat and Marcia did.  Photoswitch was used with equal frequency during the 
week and weekend.  This was explained by the period of deployment spanning the children’s' summer 
holiday from school. However, Photoswitch was used most heavily during the evenings (up to and past 
midnight) and used least in the mornings.   
Dyadic interview 
Marcia voluntarily joined the Part Two interview because she was enthusiastic to talk about her own 
experience of Photoswitch.  As outlined above, sensor data depicted Marcia using Photoswitch for a 
quarter of the identifiable occasions of use.  So although her participation at interview wasn’t in-
keeping with the study design, the researcher considered it worthwhile. 
Revisiting Study One 
When invited to reflect on the ‘family portrait’ that they created in Study One, the participants 
revealed the changed significance of many photos.  For example, Cat said that she no longer liked the 
'ostrich photo', which was previously presented as ‘a photo that made her feel inspired’.  The ‘shower 
photo’ (Yvonne’s task four response), which was identified as contentious in Study One, featured in 
conversation at the Study Two interview.  Marcia, who was absent from the Study One interviews, 
exclaimed upon noticing the inclusion of this photo.  This opened up a discussion about the kinds of 
photos that the family might display at home when, and where.  Also deemed significant was the 
observation that mother-daughter power dynamics had shifted since Study One was conducted.  At 
the Study Two interview, Cat was explicit about her account of editing 'family photos' on the 
computer: “I go through and pilfer them”.  Yvonne was more aware of this activity: “she (Cat) goes in 
and takes them out of there (.) and moves them to other places and I say ‘Have you been into my 
photos’ (and she says) ‘No, no’”.  Yvonne seemed accepting of Cat's desktop activities, allowing her 
greater autonomy as she grew older. 
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Summary of initial findings 
 
Figure 85: Photos of Marcia & Cat using Photoswitch in the family kitchen, captured by Yvonne. 
Photoswitch use was embraced as relevant and significant tool for portraying self and family to others 
at home.  Marcia described how Photoswitch was used to see different ‘views’ of family and 
suggested that the changing of displays represented the family’s development: photos ‘move along’ 
with Family. They also noted that displays were changed for particular contexts and audiences.  
Yvonne pointed out in response that these different views included  “public and personal” displays of 
Self and Family.  Accounts of use produced alternative personal narratives that documented various 
family events, captured by multiple householders. 
Photos were triaged on Photoswitch to express their differing significance for different household 
members.  Participants pointed out that displays were changed to negotiate the conflicting value of 
photos between members.  Further, the changing of displays by sliding the door was part of a triaging 
process.  In Cat’s words: “I do find myself thinking ‘Oh that one’s boring’ and moving it across and 
thinking ‘No, back to that one again”. Yvonne and Cat attributed relative values to the content (e.g. 
‘good’, ‘dull’, ‘best’).  They described having their ‘favourites’, not necessarily relating to the 
content they selected, or claims of ownership.  Triaging was discussed within the household during 
Photoswitch use.  Differences between personal favourites seemed to cause the most inter-personal 
conflict. This was negotiated and consensus was reached on what to display when.  Yvonne and Cat 
suggested that allocating a display surface to every member would resolve conflict.  Photos’ relative 
value was found to be dependent on the audience.  It came to light in discussion that Photoswitch 
displays had greater significance to Yvonne than Cat.  Perhaps this is why Yvonne was found to use 
the device more than Cat.  Building on this, Yvonne also said that the display of ‘family photos’ was 
more important to her than the display of personal photos.  
Yvonne attributed lower value to Cat’s personal photos (of peers not family). Cat replied “there are 
loads of photos I didn’t put on cause I didn’t - it’s completely separate from my home life”.  She 
added that ‘home’ displays were not as important to her as photos displays to her friends.  The lesser 
value that Cat placed on Photoswitch as a platform to portray her personal life at home signalled her 
independence from family. 
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Familial power relations were constructed around Photoswitch use. Yvonne’s dual role as Family 
Photographer and Curator was re-iterated by Cat and herself.  Yvonne described controlling what was 
displayed on the device to those beyond the household.  Cat voiced her potential as an additional 
curator but was dismissed by Yvonne.  Cat explicitly challenges Yvonne’s curatorial role. Yvonne and 
Cat were both ‘possessive’ about their Photoswitch display region. Yvonne, Cat and Marcia all 
described using Photoswitch and other photo displays to tease each other.  Yvonne was sensitive to 
appropriateness of photo displays and her children’s feelings about representation in the home. 
Photoswitch was found to serve as a thinking tool for brainstorming interface design ideas.  The 
sliding door mechanism mediated the negotiation of photo displays within the family, as play, conflict 
and gaming. Yvonne and Cat described how the notion of revealing something that is hidden as a 
surprise was “compelling” (Cat) and “addictive” (Yvonne).  Yvonne referred to the device 
functionality to articulate real-world requirements from photo display interfaces.  Yvonne enjoyed 
the direct manipulation capabilities  and advocated physical handles for changing photos on display. 
7.4.2 Photoswitch with Sue & Michelle 
 
Figure 86: (a) Photo chosen by Michelle to portray ‘Self’; (b) Photo chosen by Sue, of her mother, to portray 
‘Family’. 
Content selection 
Participants’ responses to the content selection task echoed many those of Study One.  In her 
selections for portraying ‘Self’, Michelle included a photo of her holding a Zimbabwean flag, echoing 
her presentation of the this flag to the researcher in Study One (Fig. 86a), (with it displayed on her 
bedroom wall).  In line with this expression, all of the photos Michelle chose to portray ‘Family’ 
captured the household in Africa.  Similarly, Sue’s selection to portray ‘Self’ comprised, exclusively, 
photos from Africa, which served to reinforce the centrality of African experiences in her self-image. 
With one exception – a photo of her mother, the photos that Sue chose to represent ‘Family’ also 
captured the household in Africa. More recent photos capturing members living in the UK were 
conspicuously absent from both participant’s collections. 
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Photoswitch account 
 
Figure 87: Selection of stills from video footage captured during deployment in PPTH2. 
The data-log showed that Photoswitch was used on every day of the deployment, except one.  It was 
used most heavily on the first day and then fairly regularly after that.  The video data showed that 
Michelle used Photoswitch more than anyone else in her household.  Perhaps related to her dominant 
use of the device, Michelle's photos were displayed for relatively longer periods than her mother's 
photos.  However, the photo of Sue’s mother (Fig. 86b), was displayed for the longest period out of 
all of the photos.  This signals its significance.  Indeed the poignancy of this photo being on display 
will be revealed in a discussion of the key findings to follow in the next chapter. 
Photoswitch was used by a greater number of people compared to Household One, and less 
exclusively by the household.  Michelle’s younger sisters interactions with the device made up for a 
third of its total use.  Her sisters' friends also changed the display, as did her boyfriend, Theo (see 
Fig. 87).  Sue actually changed the display less times in total than the sum of the household visitors, 
and a number of times changed it with her husband and youngest daughter standing next to her.  
Sue's husband, Steven, used Photoswitch considerably more than she did.  Footage showed him 
enjoying using it: he was captured laughing and smiling whilst sliding the door.  When watching a 
sample of the video footage at interview, Michelle was surprised to see her father using the device: "I 
didn't realise Dad flicked it on".  The Photoswitch account made visible to the researcher the social 
use of Photoswitch - that people often stood together and jointly interacted with the device. 
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Dyadic Interview 
 
Figure 88: Photos capturing Sue using Photoswitch in the kitchen, at a site chosen by Sue & Michelle. 
Revisiting Study One 
Revisiting the Study One portrait prompted a discussion on the ‘age’ of the photos it comprised.  It 
was striking to Sue that all the photos that were chosen capture events that happened many years 
ago, when the family lived in Africa.  Sue suggested that, if she were to create a family portrait 
‘now’, she would include photos that capture "more recent" family memories".  The main discussion 
around this portrait concerned the participants wanting to give many significant photos, from their 
large - and ever-growing - family collection, an 'airing'.  They described wanting to change photos on 
display to do this, and updating displays with the creation of new memories.  Talk about the portrait 
also sparked discussion about 'scrapbooking'.  Sue described wanting to make a 'scrapbook' for each of 
her children to commemorate their childhood and coming of age, as a form of maternal gift giving.  In 
this way, Sue shifted talk away from representing the family per se, and towards representing the 
mother-child relationship. 
Summary of initial findings  
The Photoswitch content was found to have shared significance for Sue and Michelle, which, in the 
researcher’s view, signalled the unity and stability of their household’s inter-relations. In Sue’s 
words: “I love looking at them all and I suppose they were all special really”.  Use of the device 
prompted shared reminiscence within household, amplifying members’ nostalgic tendencies.  Leading 
from this and building on Study One findings, Photoswitch was found to represent the household’s 
exclusivity from other groups: “we haven’t made those close friends”.  Sue  considered Photoswitch 
to be owned by the household, who had exclusive rights to its use: “I wouldn’t mind visitors doing it 
but I think it’s quite a personal thing really and I think it’s our - our family thing”.  Whilst the 
Photoswitch account showed relatively high visitor use (compared to Household One), this was mainly 
directed by the junior householders, not Sue. 
 Whilst the content had shared significance, Photoswitch was seen to function differently for the two 
participants.  This difference was related to the participants’ different identities and social 
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responsibilities within the home, which impacted upon their perceived function of domestic spaces 
and ownership of various rooms.  Sue used Photoswitch to express ‘family’ in a space that she 
somewhat owned and distinguished; and Michelle temporarily ‘territorialised’ Photoswitch to express 
herself in a space that she understood to belong to the family. 
Sue assumed responsibility for creating photo displays to represent her household and described the 
importance of contemporary representations alongside older ones, highlighted by the deployment.  
She also referred to her lack of computing proficiency, describing the constraints this placed on her 
handling of more recent, digital photos.  She said that she remained dependent upon her children for 
rendering these contemporary, digital images as home displays: “I haven’t got much confidence in all 
the technical side – I’ll wait for the girls to sort me out with it”.  Photoswitch was a positive 
intervention in this regard: “So … for me to come into the kitchen - and its so easy just to move the - 
you know - and to see a friendly face”. 
Randomness and surprise were expressed as positive features of the Photoswitch experience. The 
notion of an unexpected encounter with a photo in the course of everyday home life had an aesthetic 
quality that was valued.  This quality extended and accentuated what photo displays do anyway: 
bring to mind experiences from another time and place; and make absent people present.  Its value 
as a prompt to reminiscence was emphasised.  In Michelle’s words: “it was nice to come in and see a 
different picture every time (.) and it – it made you remember the memory of something and then 
you could just laugh about it”.  The random cycling of photos on Photoswitch, combined with the ad 
hoc fashion in which photos come on to the display, exposed a multiplicity of significant family photos 
for serendipitous discovery, which was valued by the participants because they expressed mutual 
interest in their respective collections. 
7.4.3 Photoswitch with Hisako & Julie 
Content selection 
 
Figure 89: (a) Photo chosen by Hisako to portray ‘Self’; (b) Photo chosen by Julie to portray Self. 
Hisako represented her Chinese family heritage in her selection portraying Self. She included two 
photos capturing visits to Hong Kong and a portrait photo of Julie in traditional Chinese dress (Fig. 
89a).  It was interesting that this portrait of Julie was selected to represent Self rather than Family,  
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and was interpreted to mean that Hisako was explicitly including Julie in her self-image.  Her Chinese 
family members are represented most visibly in her selection of Family: five of the seven the photos 
capture them during a recent family trip to Hong Kong.  Julie also included Hong Kong referents in 
her portrayal of Family. 
For portraying Self, Julie included photos of a recent school trip and social events of her with peers.  
Julie received a digital SLR camera for her 18th birthday because of her interest in photography as a 
hobby.  A couple of photos are included in this set that express this interest (e.g. Fig. 89b). 
Photoswitch account 
Towards the end of the deployment, Photoswitch had a technical fault and stopped functioning.  
Further, it had stopped capturing sensor data a short while before it stopped function (and people 
stopped using it).  As a result, the sensor data log only captured half of the deployment period, from 
its commencement to the intermediate visit by the researcher.  Despite being partial, the account 
still offered the participants an alternative perspective on the deployment at their interview.  It also 
provided additional insight to the researcher about use.  The log showed that Julie used the device 
for nearly half the total amount of use (as captured).  By contrast, Hisako used the device for less 
than 10 per cent of this total amount.  Household visitors used it for a similar proportion of the total.  
Hisako's husband used it more than she did.  At interview, Hisako accounted for her relatively ‘light’ 
interaction by suggesting that Julie was already changing the displays so there was no need for her to.  
Hisako’s account of use is unpacked fully in the following chapter. 
Dyadic Interview 
 
Figure 90: Photos capturing Photoswitch in situ in Hisako & Julie’s living room. 
Looking through a sample of the video footage at interview, Hisako was most preoccupied with the 
way in which visitors used Photoswitch, whilst Julie was preoccupied with her own Photoswitch use 
and her body image.  The participants found it fun identifying each other: "That's me - that's my 
tummy!"; "I'm sliding it now and that's you standing behind".   Hisako described how there was 'a lot of 
movement' of the door when friends came round for dinner.  Julie was surprised at the extent to 
which she was captured using the device and found it embarrassing that there was 'so much footage' 
of her.  Seeing this prompted her to talk through her handling of the device. 
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Revisiting Study One 
Hisako pointed out that the Study One portrait was created from a limited selection of photos that 
had been brought to the table in response to 'special questions.  The researcher sympathised and re-
established the purpose of the portrait as a device for discussing photographic representation.  On 
viewing the portrait again, Hisako's first thoughts were to revise it by including more photos captured 
by her children, and also more recent photos: "More (.) now (.) - of now".  Julie added that, a year 
after composing the portrait, she owned a digital camera and had already taken 'a lot more of her 
own' photos.  Julie and Hisako would also want to include many more digital photos if they were to 
make a 'portrait' at this point in time.  Overall, the participants express their preference for a 'family 
portrait' to include contemporary representations, and the requirement to update these from time to 
time, to show, in Julie's words, 'different experiences'.  
Summary of initial findings 
Hisako and Julie expressed mutual interest in each other’s Photoswitch collections, during the 
deployment and at interview.  This is illustrated in a comment by Hisako to Julie: “I think I saw quite 
a few photographs of yours when you were in (.) Mexico and then you’d forgotten that you had them, 
almost, and then you say ‘Oh Mum come and look at these!’”.   During the deployment the 
participants established a rule for ‘democratic’ Photoswitch use, agreeing that the display of each 
region was to be ‘switched’ once every day. By doing so, they expressed an endeavour to give equal 
visibility to each other’s display regions. Hisako and Julie also viewed visitor interaction positively, 
and, overall, their accounts conveyed the function of Photoswitch as a prompt to social interaction 
and the expression of shared interests. 
Despite this, Julie still constructed power relations around use, believing her mother’s photos to be 
more appropriate for home display and questioning the relevance of her personal photos to her 
mother at interview.  Julie said that she considered Hisako’s photos, (all of which she dubbed family 
photos), to be more important for home display than her personal photos. She assumed a lack of 
interest from others in her personal photos ~ “who’d wanna see my photos?”.  Therefore, despite the 
rule that had been put in place, Julie displayed her mother’s Photoswitch region for longer periods of 
time than her own.  She said she made this gesture out of ‘respect’ for her mother, and out of 
respect for what she dubbed ‘parent-dominance’. 
This was supported by the Photoswitch account, which revealed a different pattern of use to that 
conveyed by the ‘rule’.  On most of the days included in the data-log, the device was used more than 
once and the photo changed, on average, four times a day.  Julie changed the photo most often. 
Hisako accounted for this by saying that (i) she had been away from home and (ii) was happy to let 
Julie take the initiative to manage the Photoswitch displays. This was interpreted as a form of 
maternal altruism, underpinned by a moral obligation to attend to Julie’s photos. 
Photoswitch proved to be a useful thinking tool for situating personal versus family collections in the 
home, prompting Hisako and Julie to discuss the significance of personal space and its boundaries for 
family photo sharing.  Photoswitch also prompted reflection on the screen versus print display of 
photos.  Hisako and Julie both expressed a strong desire to be able to display their digital photos at 
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home because these represent contemporary life events.  They liked viewing their photos on-screen 
for the 'luminosity' and 'quality' of the image that was produced.  Finally, the webcam feature proved 
to be quite distracting and affect Photoswitch use considerably. Julie expressed self-consciousness 
about being filmed using the device. This was seen to affect her use of it. 
7.4.3 Photoswitch with Lara & Caroline 
Content selection 
 
Figure 91: (a) Lara’s photo of a painting ‘of a photo’ from her childhood photo album, to portray Self; (b) photo of 
Lara, captured by Caroline & included to portray Family. 
Lara included photos of her paintings in her selection to portray Self (e.g. Fig. 91a).  Significant in the 
context of this discussion is that these paintings were based on the content of photos from the 
childhood album Lara presented in the Study One interviews.  She also includes a photo capturing her 
in her art studio, reinforcing her identity as a professional artist.  Taken together, her selection 
reinforces the narrative she presented previously, of using her artistic identity to re-examine and 
explore the meaning of the childhood album photos, and emancipate herself in the process. 
In her selection to portray Self, Caroline included photos that capture either alone or with her sister.  
She is posing in every photo.  Her sister also featured prominently in her selection for portraying 
Family.  Significant in this selection is a photo of Lara that is considered, over the course of the 
deployment, to be contentious because Lara doesn’t look happy and associates bad memories with 
the capture event (Fig. 91b).  Lara couldn’t understand why Caroline included the photo.  Sense 
making around this photo will be unpacked fully in the following chapter. 
Photoswitch account 
The sensor data log from this deployment showed that Photoswitch was used for all but three days of 
the deployment and given roughly the same degree of attention across the period.  As the video-
logging feature was disabled, contextual information was not gathered relating to who used the 
device.  To counter this, the researcher invited the participants to elaborate on who used the device 
when showing them a selection of sample data at interview.  They didn’t suspect anyone apart from 
themselves had used it, but their accounts were based on memory and speculation.  In Caroline’s 
words: “I don’t remember anyone else changing it, really”.  They weren’t monitoring use all the time 
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as a comment by Lara illustrates: “I don’t know that we had anyone else in”.  Therefore, it was not 
possible for the researcher to discern whether or not interaction with the device by others, that is 
visitors, friends and the wider family, was actually different to what the participants thought and 
voiced.   
Dyadic interview 
Revisiting Study One 
 
Figure 92: New home displays that Lara has created in the hallway, kitchen & dining room, following her 
participation in Study One. 
Lara and Caroline had no photos on display in their home at all when they took part in Study One.  
However, in the interim period between the Study One and Study Two procedures, Lara sent the 
researcher a text message to say that she was in the process of creating some home displays, 
following her engagement with the research.  
La:	  The	  study	  did	  really	  push	  me.	  	  I	  felt:	  'That's	  something	  I've	  got	  to	  do'.	  	  
When deploying Photoswitch, the researcher photographed these new displays (Fig. 92). 
At interview, the researcher showed Lara and Caroline the set of photos that they selected from their 
Study One task responses and arranged as a 'family portrait'.  Caroline noticed that none of these 
photos had been included in the new home displays, to which Lara replied “(t)hat’s cause they’re not 
on the computer, isn’t it”, adding “(c)ause these are hard copies”.  Caroline suggested that the 
photos could’ve been digitised, and Lara accounted for this by pointing to the amount of work 
involved in managing all the photos. Significant here is that the family had a digital photo frame - 
they were given it as a present - but they chose not to use it and to print from digital instead.151  The 
dyad maintained that the film-based prints selected for the Study One portrait remained highly 
significant and representative of family - and they were photos that both Lara and Caroline would like 
to display in their home.  But they were not displayed because they were relatively inaccessible 
compared to the digital photos; following their 'airing' in Study One, they were returned to a storage 
box. 
For Caroline, film photos and digital photos were "completely separate things"; she had no desire to 
                                         
151 The photos on display in Figure 92 were all prints from digital. 
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scan and digitise film prints, nor organise or frame them together: "that's always gonna stay a 
photograph"; "I like having the photos as they are".  Digital collections were to be kept separate from 
film-based collections.  The uniqueness of the film print meant that it was treated differently to 
digital: “when I print off digital images I don't really feel like they're precious, cause you can print off 
hundreds and hundreds of copies of them and it's nothing”. Lara agreed with her daughter, saying 
that Caroline's distinction between digital and film could be useful for helping her organise family 
photos, a task that still feels overwhelming, due it its scale, and the biggest obstacle to the photos 
becoming home displays. 
Summary of initial findings 
 
Figure 93: Photos capturing Photoswitch in situ in Lara & Caroline's living room. 
Lara and Caroline said that they enjoyed the ambient display of their photos on Photoswitch, 
(although, when probed, Caroline liked the concept of a digital display frame more than Lara).  
Whilst Lara and Caroline showed mutual interest in each other's collections, making serendipitous 
discoveries of photos that had shared significance, the content of their respective collections 
produced tensions surrounding the representation of others at home.  The photo of Figure 91b (above) 
was particularly contentious, and its inclusion for display was questioned by Lara to Caroline: “you 
put one in of me where I was really sad!”.  Reviewing a portion of the Photoswitch account, Lara 
discovered that this ‘sad’ photo had been on display at some point without her knowing, which she 
found “unsettling”.  Caroline justified its inclusion by saying it was the “only picture” she had of her 
mother, whom she wanted to represent in her portrayal of Family.  The deployment also highlighted 
tensions surrounding the ownership of ‘family photos’, prompting discussion on how Lara and Caroline 
might collaborate to integrate displays of their collections.  The participants thought carefully about 
the role of place and the ownership of display devices in coordinating this. 
Lara and Caroline both had their 'favourites' on Photoswitch.  Caroline pointed out that her and her 
mother were sometimes in conflict over which of their favourites to keep on display: “(w)hen I 
flipped it across you went 'No, I like that one!' and pushed it back again [laughs]!”. Although this 
negotiation involved making value judgments on photos, Caroline emphasised that the changing of 
displays was more about choosing favourites to keep on display, rather than taking photos off display 
because of not liking them.  Mutual favourites were kept on display for relatively longer periods of 
time. It transpired that Photoswitch's automated behaviours and manual functionality were at odds 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
7. STUDY TWO: PART I 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
234 
with what the participants wanted to be able to do with their photos, that is, browse and choose 
from collections.  This was frustrating for Lara: “I had my favourites (that) I wanted on, (.) that I’d 
want to feature”; “I kind of was actively trying to get them to come up”. Lara and Caroline's shared 
frustration about the lack of manual control sparked an interesting discussion about what they would 
ideally want from a display device. 
The organisation of digital photos remained a problem for Lara’s curatorship.  This was tied with the 
differing material propertied of film-based prints versus digital photos, the intangibility of digital and 
the scale of family collections. To Lara, albums were something 'solid' to go to and were great for 
categorising collections by event: "I can think: 'I know where that is'"; "It’s nice to look at a solid thing 
and know how to get it".  Participants' frustration with the functional constraints of Photoswitch 
sparked a brainstorm on design considerations for handling digital photos at the site of their display.  
The participants arrived at the ideal scenario of a digital display that enabled them to browse digital 
collections.  These collections would be best categorised by event. 
7.5 Study Two Part I Summary 
This chapter has documented the design of Study Two and its procedure.  It has also documented, in 
overview, an analysis of data from each deployment.  As with the reporting of Study One in Chapter 
Four, the purpose of section 7.4 has been to familiarise the reader with the setting for each 
deployment, in advance of presenting the key findings to emerge from the data.  The following 
chapter documents these key findings and represents a further stage of the analysis, in which initial 
codes, emerging from each household, were further analysed to produce meta-themes representing 
the multiple voices of the whole sample. 
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8. Study Two: Part II 
8.1 Introduction to Emergent Themes 
The experiences and insights that follow are triggered directly or indirectly from the participants’ use 
of Photoswitch.  In overview, it was found that people brought expectations to the handling of digital 
photos for display on this novel device.  Prior to using Photoswitch, all participants were familiar with 
the notion of photo display devices that cycle, randomly or sequentially, through a collection of 
digital photos, displaying one at a time.  Accounts revealed that ‘cycling’ behaviours were being 
integrated into everyday home life as epitomised by the desktop screen-saver.  Participants used the 
notion of ‘cycling’ to conceptualise the display of a photo collection at a site, made visible in the 
sections that follow. 
All participants expressed their preference to display digital photos digitally rather than as prints, yet 
none had used a digital photo frame prior to the study.  Digital photos had been viewed on cameras, 
desktop or mobile computers, or printed.  Photoswitch was a novel intervention in this regard and 
was valued by all for enabling digital photos to be displayed on a dedicated device beyond the 
desktop.  Three specific features of the Photoswitch design were found to be novel and instrumental 
in its use: 
 (i) Two collections are on alternating display at one site;  
 (ii) Digital photos are displayed on a dedicated device; 
 (iii) Displays are changed manually and automatically. 
As accounts of experience seemed contingent on these features, the key findings are presented in 
terms of how these features were made sense of by the participants for representational purposes. 
As outlined at the end of the last chapter, a pragmatic-dialogical lens was used to generate the 
findings. 
8.2 Two Collections on Alternate Display 
Providing households with a single device to display two photo collections at one site revealed some 
interesting dynamics around photo display and sharing in homes. 
8.2.1 Mutual Interests & Shared Expressions 
Photoswitch provoked the mother and daughter dyads to express a mutual interest in each other’s 
collections.  Related to this, a shared significance was found in the different photo collections, 
particularly in how the family was represented.  Indeed, this expression of family was often intended 
in the choice of photos for the collections.  For example, Michelle, described how the personal photos 
that she selected represented her ‘closeness’ to her household group, forged by their sharing of life 
experiences. 
Mi:	  Even	  when	  I	  had	  the	  choice	  of	  six	  photos	  of	  myself,	  like	  a	  lot	  of	  them	  are	  with	  my	  family	  because	  I	  
guess	  we’re	  quite	  close	  in	  that	  way.	  	  So	  it	  would	  be	  still	  on	  a	  personal	  level	  but	  it	  would	  have	  them	  in	  
the	  memories.	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Sue, her mother, expressed something similar when describing how all the household engaged with 
the device. 
Su:	  And	  not	  only	  did	   I	  push	   the	   screen	  back,	  Christine,	  Michelle	  and	  Eve,	  when	   they	  got	   fed	  up	  of	  
watching	  them	  and	  fancied	  a	  change,	  they	  would	  move	  it	  too.	  
	  
Counter-intuitively perhaps, it was the switch mechanism and the need for turn taking on Photoswitch 
that promoted this closeness between family members.  For example, in Household Three this was 
found to created the opportunity for Julie to share her personal photos with Hisako and vice versa. 
Ju:	  It’s	  quite	  nice	  to	  show	  photos	  that	  are	  my	  photos	  that	  Mum	  hasn’t	  seen,	  that	  are	  now	  of	  my	  own	  
and	  of	  my	  friends,	  which	  I	  haven’t	  shown	  her	  yet.	  Or	  if	  I	  showed	  her	  she	  wouldn’t	  normally	  look,	  [to	  
Hisako]	  would	  you?	  
Julie's words were echoed by all the teens: they all valued the opportunity to show their mothers 
their photos on Photoswitch.  The separate collections appeared, paradoxically, to bring the dyads 
together. 
The researcher observed a subtlety to the expressions of family that was a consequence of 
Photoswitch’s sequential display of different photos.  Households exploited the changing or dynamic 
display by presenting multiple aspects of self and family.  For Sue and Michelle, this created the 
opportunity for displaying a number of significant photos at a single location, which made them 
reflect on the desire to change displays in general. 
Su:	  I	  think	  we’d	  want	  the	  chance	  to	  change	  them,	  I	  think.	  …	  [To	  Michelle:]	  What	  do	  you	  think?	  
Mi:	  Probably,	  yeah,	  just	  because	  …	  there	  are	  quite	  a	  lot	  of	  other	  photos	  that	  would	  mean	  just	  as	  much	  
to	  us,	  probably.	  
In the following excerpt from Household One, Marcia joined the interview and offered her own 
perspective on her mother’s and sister’s Photoswitch collections. 
Ma:	  Well,	  it’s	  quite	  nice	  to	  see	  the	  difference	  between	  other	  people’s	  views.	  On	  one	  side	  there’ll	  be	  a	  
bridesmaid	  and,	  you	  think	  ‘Oh	  family’s	  all	  happy	  joyful	  occasions’;	  and	  on	  the	  other	  you	  see,	  sort-­‐of,	  
peaceful	  sides	  =	  
Yv:	  =	  Cat's	  rave	  party!	  =	  
Ca:	  =Oh	  yeah,	  that	  was	  funny.	  =	  
Ma:	   =	   Lots	   of	   sort-­‐of	   chaotic,	   happy	   occasions	   and	   there	   are	   two	   sides	   and	   there’s	   always,	   like,	   a	  
different	  view.	  So	  it’s	  quite	  nice	  to	  see	  the	  different	  views.	  
Yv:	  [To	  Marcia]	  Yes,	  and	  it	  goes	  public	  and	  personal.	  
Photoswitch offered alternative ‘views’ of this household’s collective identity, which were ‘nice’ to 
see within the household-at-large. 
Interestingly, effort was put into achieving some sort of balance in presenting the different sides of a 
family; Hisako and Julie even set up rules to make sure each display region was alternated on a daily 
basis.  In Household One, Yvonne took this notion beyond Photoswitch’s current functionality to 
advocate the design of a dedicated display region for each family member.  The researcher observed 
an effort to cultivate the democratic representation of voices at home, through designated display 
‘channels’ that have equal visibility. 
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8.2.2 Tensions in Self & Family Presentation 
Although the expression of alternative voices was valued, having separate collections also raised 
potential issues.  Participants discussed tensions concerning self-presentation within the household 
context.  This is illustrated by referring again to the excerpt from Household One, above, and the 
‘rave party photo’.  As Yvonne observed, Photoswitch rendered ‘public and ‘personal’ dimensions 
visible.  In the continuing discussion, she described the photo as indicative of a ‘side’ of her daughter 
that the family didn’t ordinarily ‘share’ in - or ‘connect’ with.  In turn, she questioned its 
appropriateness for home display. 
Yv:	  [To	  Cat:]	  I	  was	  thinking	  your	  party	  one	  is	  a	  side	  of	  you	  that	  the	  family	  doesn’t	  share	  in.	  	  So	  that’s	  
one	  of	  the	  ones,	  of	  course,	  that	  I	  don’t	  like	  as	  much,	  cause	  I	  look	  at	  that	  and	  think	  ‘Well,	  it’s	  an	  okay	  
one	  of	  Cat,	  but	  I’d	  rather	  see	  one	  that	  connected	  in	  a	  different	  way.	  
Ca:	  Yeah,	  there	  are	   loads	  of	  photos	  I	  didn’t	  put	  on	  cause	  I	  didn’t	  -­‐	   it’s	  completely	  separate	  from	  my	  
home	  life.	  
Cat sympathised with Yvonne's preferences, which confirmed for her the ‘separateness’ of certain 
photos from her ‘home life’ and their necessary display beyond the household. 
Yvonne's account was supported by the sensor data, the Photoswitch account.  When the rave party 
photo first came on to display, (during Marcia's use of the device), it was then left on display for 20 
hours, over the course of a weekend.  In keeping with the excerpt above, it was Yvonne who removed 
the photo from display.  Indeed, with one exception, Yvonne was always the person that removed this 
photo from display over the course of the deployment.  Still, it was actually displayed for relatively 
greater durations than average during the deployment.  The sensor data seemed to show that, 
although Yvonne considered the photo's display to be contentious, she still allowed for it and was 
respectful of Cat's space for expression in a communal, family-orientated place. 
The deployment also laid bare the potential tensions that may arise when a daughter attempts to 
portray her mother, as Lara and Caroline, in Household Four, showed. 
La:	  [To	  Caroline:]	  you	  put	  one	  in	  of	  me	  where	  I	  was	  really	  sad!	  
Ca:	  [To	  Lara:]	  That’s	  the	  only	  photo	  I	  have	  of	  you.	  
La:	  Ah	  [shudders]	  and	  I	   look	  so	  sad!	   I	   remember	  that	  day	  and	  I	  was	  sad.	   I	  didn’t	  want	  to	  have	  my	  
photograph	  taken.	  I	  think	  there’s	  a	  bit	  of	  an	  exposing	  issue,	  definitely.	  I	  think	  ‘Oh,	  you	  can’t	  possibly	  
show	  that!	  Why	  did	  you	  pick	  that?’.	  I	  felt	  like	  Caroline	  might	  be	  trying	  to	  make	  a	  point.	  
Ca:	  Yeah,	  I	  didn’t	  pick	  it	  to	  be	  horrible,	  [to	  Lara]	  it’s	  just	  the	  only	  photo	  I	  have	  of	  you	  on	  your	  own.	  
La:	  [To	  Caroline]	  Is	  it?	  
Ca:	  [To	  Lara]	  Yeah,	  I	  actually	  don’t	  think	  we	  have	  any	  photos	  of	  you	  on	  your	  own.	  
La:	  That’s	  sad,	  isn’t	  it?	  We	  must	  remedy	  that.	  ...	  	  Would	  you	  want	  one?	  
Ca:	  Yeah!	  
La:	  [To	  Caroline]	  Shirley	  took	  some	  good	  ones	  of	  me.	  	  I'll	  let	  you	  have	  one.	  
Through their exchange, Lara and Caroline proceeded to make sense of the representational issues 
between them.  It's worth pointing out that the discomfort produced by being represented by another 
family member was not only felt by mothers.  Caroline wasn't comfortable with some of her mother's 
selections: "there's some photos where I thought 'Well, I wouldn't have really put that on'".  As will be 
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discussed next, talking with each other about these selections at interview led the mother-daughter 
dyads to re-consider how they might better coordinate the integration of their photos for home 
display. 
8.2.3 Curatorial Control Over Teen 
Photoswitch’s in-built mechanism of choosing between collections fore grounded how some of the 
tensions around self-presentation were managed.  In their use of Photoswitch, mothers and daughters 
both showed willingness to select photos for home display that connected them appropriately to each 
other as family members. However, there remained a sense of who was the arbiter of family 
presentation. 
Ju:	  I	  would	  like	  to	  share	  some	  of	  my	  photos,	  but	  it’s	  up	  to	  what	  Mum	  would	  really	  want.	  ...	  
Hi:	  [To	  Julie:]	  I'd	  quite	  like	  to	  have	  your	  graduation	  photo	  showing,	  but	  you	  won't	  never	  put	  them	  up,	  
would	  you?	  	  
Ju:	  Graduation:	  now,	  see	  [to	  Hisako],	  that’s	  an	  experience	  you	  could	  also	  be	  involved	  in,	  but,	  I	  don't	  
know,	  a	  house	  party	  with	  my	  friends:	  I	  don’t	  think	  I	  really	  want	  to	  show	  Mum	  that,	  really!	  	  Although	  
they	  would	  be	  fine!	  =	  
Hi:	  =	  I'd	  love	  to	  be	  a	  fly	  on	  the	  wall!	  =	  
Ju:	  [To	  Hisako]	  ...	  Although	  they	  wouldn’t	  be	  dodgy	  or	  anything!	  ...	  
Hi:	  [to	  Julie:]	  So	  you	  would	  show	  your	  graduation	  photos,	  but	  not	  a	  house	  party	  [laughs]?	  
	  I’d	  show	  photos	  of	  me	  and	  my	  friends	  being	  sophisticated,	   ...	  or	  playing	  Pictionary!	   ...	  But	  not	  on	  a	  
Friday	  night	  or	  something	  like	  that.	  	  It’s	  just	  other	  people	  coming	  round	  too.	  
Here, Julie, the most tentative of the teenagers that were interviewed, anticipated her mother’s 
curatorial demands.  At the same time she sought approval from parents and household visitors. 
Within the context of her household, she was compelled to present herself as a well-behaved 
daughter progressing towards adulthood: ‘being sophisticated or playing Pictionary’.  By doing so she 
projected a sense of accountability for maintaining good behaviour in peer activities. Her defensive 
talk about the ‘house party’ photos highlighted her awareness of parental monitoring.  It was in her 
interests to keep certain photos private whilst at the same time fostering intimacy with her mother. 
Showing a similar sensitivity, mothers were seen to assert curatorial control whilst fostering intimacy 
with their daughters.  The Photoswitch experience led Lara to reflect on what it meant for one 
member to represent another.  She showed empathy within her curatorial role. 
La:	  I	  might	  get	  a	  folder	  together	  on	  the	  computer	  and	  ask	  [to	  Caroline:]	  you	  -­‐	  you	  and	  Maggie	  to	  come	  
and	  look	  at	  it,	  and	  say	  ‘Are	  you	  alright	  with	  this	  being	  on	  display	  downstairs?’	  because	  -­‐	  cause	  some	  
things	   [on	  Photoswitch]	  didn’t	   sit	  well	  with	  me	   I	   think	   I’d	  check	  out	  with	  you.	  Whilst	   I	  do	  -­‐	   I	   take	  
control,	  I	  think	  I	  might	  check	  out	  with	  you	  more	  now.	  
Lara expressed a new intention to liaise more with her juniors when curating displays.  Curatorial 
control was still assumed, but it was now to be more informed by others.  The degree to which 
mothers were prepared to collaborate during and following the deployment was seen to vary between 
the households.  Whilst Sue, Hisako and Lara's accounts resonate, Yvonne was less explicit about 
collaborating with others. 
In sum, whilst distinguishing personal collections and potential conflicts of interest, there appeared 
to be a moral endeavour by mother-daughter dyads to collaborate towards the integration of content 
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in a way that met with consensus.  Photoswitch and its two-part collections operated within this 
system.  However, as Caroline pointed out, the contrived nature of the photo-selection task might 
have inhibited collaboration, if not deterred it.  The ‘sad photo’ of Lara, referred to by example, 
would’ve otherwise been filtered out. 
Ca:	  If	  we	  had	  sat	  down	  together	  and	  picked	  the	  photos	  I	  think	  we	  would’ve	  picked	  different	  things.	  
[To	  Lara:]	  I	  wouldn’t	  necessarily	  have	  put	  that	  picture	  in	  of	  you	  and	  stuff.	  Well,	  you	  wouldn’t	  have	  let	  
me	  anyway	  [laughs].	  	  So	  it	  wouldn’t	  end	  up	  on	  display.	  
Also visible here is how the dialogue about content was seen to promote, in an ambient and holistic 
sense, an aesthetic enrichment of photographic experiences in the communal space. 
8.3 Situating Digital Photo Displays 
Some consequences of the integration of separate photo collections on Photoswitch have been 
discussed.  The notion of place will be examined more closely, along with the issues provoked by a 
display that allowed two different collections to be combined. 
8.3.1 Order & Arrangement 
The significance of place became apparent when, at interview, the researcher invited the dyads, as a 
thought experiment, to consider situating a number of digital photo display devices in alternative 
locations, based on their Photoswitch experience. 
R:	  Where	  do	  you	  choose	  to	  put	  them?	  
Ca:	  I	  think	  I	  would	  probably	  claim	  ownership	  over	  mine,	  and	  have	  it	  in	  my	  room.	  
La:	  Yeah,	  that’s	  how	  I	  would	  see	  it:	  you’d	  have	  one	  in	  your	  room,	  Maggie	  would	  have	  one	  in	  her	  room,	  
and	  =	  
Ca:	  =	  And	  there’d	  be	  one	  downstairs	  somewhere.	  =	  
La:	  =	  Yes	  I’d	  probably	  want	  a	  general	  one	  for	  in	  here	  that	  was	  a	  mixture	  of	  family	  things	  [to	  Caroline]	  
because	  that’s	  the	  way	  you	  use	  your	  Internet,	  isn’t	  it?	  You’ve	  got	  your	  catalogue	  of	  photographs	  that	  
are	  yours	  and	  they’re	  not	  really	  ones	  that	  I	  look	  at.	  
Having to compose and choose between two personal collections on a single, situated device revealed 
an interconnection between ordering of domestic space and the ownership of digital content.  A 
similar distribution and positioning of multiple devices was envisioned by all the participants: all 
speculated that teens - indeed, all juniors - would each have their ‘own’ devices for their ‘own’ 
photos whilst there would be a ‘general’ device in a communal space curated by the mother.  This 
related to the sense of ownership that participants felt over their Photoswitch display region at 
interview: all teens at some point distinguished ownership of their region; and three of the four 
mothers juxtaposed this with an explicit interest in both regions. 
By example, this phenomenon played out with Hisako and Julie when they talked about being 
'possessive' over their respective display regions.  As Julie stressed, the deployment of Photoswitch, 
as an intervention, created the novel opportunity for her to show her personal photos to the rest of 
her family in the communal space of her home.  At another point in the interview she described how 
the door feature compromised this platform. 
R:	   How	   did	   you	   feel	   about	   photos	   you	   particularly	   liked	   being	   taken	   off	   display	   and	   replaced	   by	  
others?	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Hi:	  I'm	  not	  that	  possessive	  about	  anything,	  so	  I'm	  not	  that	  worried.	  ...	  
Ju:	  I	  guess,	  when	  it	  was	  one	  of	  my	  photos	  and	  I	  wanted	  Dad	  to	  look	  at	  it	  and	  he	  just	  changed	  it,	  or	  I	  
just	  changed	  it	  =	  
Hi:	  =	  But	  I	  haven't	  really	  changed	  that	  many.	  
Ju:	  Or,	  something	  like,	  I	  dunno:	  it's	  been	  there	  for	  a	  day	  and	  I	  don't	  know	  if	  anyone's	  actually	  seen	  it.	  	  
So	  I'll	  just	  change	  it.	  	  So,	  I	  don't	  know	  -­‐	  get	  to	  see	  one	  of	  Mum's	  instead,	  maybe.	  ...	  Cause	  we're	  quite	  
busy	  [to	  Hisako:],	  aren't	  we?	  	  	  We	  don't	  spend	  too	  much	  time	  in	  this	  room.	  ...	  
Hi:	  [To	  Julie:]	  I've	  been	  to	  look	  at	  it!	  
Ju:	  [To	  Hisako:]	  Have	  you?!	  	  ...	  Yeah,	  but	  we	  don't	  have	  any	  footage	  of	  that!	  
One reading of Julie's talk in this excerpt is that she felt obliged to change the display within the rule 
of use established between her mum and herself, but sometimes felt resentment for doing so because 
it meant removing one of her photos from display before she wanted to and before certain people, 
like her mother or father, had seen it.  On other occasions, other people including her father 
removed one of her photos from display and this made her question their interest.  Indeed, in the last 
few lines of the excerpt here, she directly challenged her mother, using the sensor data to call her 
Hisako’s expression of interest into question.  In response, Hisako became defensive.  In the dialogue 
that ensued, Hisako referred to a personal photo of Julie's from a recent school trip to prove her 
attentiveness: "in Mexico, with your boyfriend, that's a nice one".  
8.3.2 Mothers & Communal Spaces 
Communal domestic spaces were places for the display of, in Lara's words, ‘general’ photo collections 
and ‘family things’.  It was found that the communal spaces constituted and defined the curatorial 
domain that mothers assumed responsibility for.  In addition, the researcher found that curators were 
less compelled than their teens to be 'possessive' and territorialise a place to display personal photos 
that was independently owned.  This was again reflected in their different preferences for situating 
Photoswitch. 
Ju:	  I’d	  love	  one	  in	  my	  room	  -­‐	  a	  digital	  photo	  display	  -­‐	  I'd	  love	  it.	  	  Cause	  I've	  =	  
Hi:	  [To	  Julie:]	  =	  Cause	  your	  room’s	  quite	  personal	  to	  you,	  isn’t	  it?	  
Ju:	  Yeah,	  ...	  	  cause	  then	  I	  get	  to	  change	  it.	  ...	  	  It	  would	  be	  more	  personal	  to	  me	  as	  well.	  I	  could	  choose	  
more	  personal	  photos,	  I	  guess.	  
Hi:	  I	  think	  still	  in	  [living	  room]	  here,	  for	  me,	  because	  I	  quite	  like	  to	  share	  it,	  because	  even	  my	  room	  
isn’t	  just	  mine	  [to	  Julie:]	  is	  it?	  	  	  
Ju:	  No,	  [laughs].	  
Hi:	  I	  don’t	  have	  a	  personal	  space	  any	  more,	  [to	  Julie]	  do	  I?	  
In contrast to Julie, Hisako claimed not to have a ‘personal space’ in the home, nor felt the need to 
claim one.  She was happy to ‘share’ a general display device with the household.  This was further 
expressed by the way in which Julie was ‘territorial’ over her Photoswitch display region whilst Hisako 
was not: ‘if it’s changed I don’t change it again cause I’m not that possessive’.  Hisako's feelings were 
echoed by Sue and Lara. 
The territorialisation of display regions reflected intergenerational power dynamics.  It seemed that 
the Hisako, Sue and Lara felt less of a desire to express territoriality in Photoswitch use because of 
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their existing, implicit control of its positioning.  For example, Sue referred to the kitchen of 
Household Two as ‘my little kitchen’.  This was where Photoswitch was deployed and was her 
preferred site. 
Su:	  For	  me	  that	  was	   the	  best	  place	   (for	  Photoswitch)	  because	   I’m	  there	  so	  much	  of	   the	  day,	  maybe	  
cleaning	  or	  putting	  the	  kettle	  on	  or	  cooking	  or	  whatever.	  [To	  Michelle]	  Maybe	  for	  you:	  I	  dunno.	  
Mi:	  Yeah,	  well,	  I	  always	  come	  into	  the	  kitchen	  cause	  there’s	  food	  here,	  so	  [laughs]	  I	  get	  to	  see	  that.	  
In this case, the kitchen was presented as Sue's domain that Michelle came into.  Further to this, 
there seemed to be an implicit understanding of maternal ownership towards the device because the 
curatorial voice was salient in communal spaces.  Hisako and Julie also expressed this. 
Ju:	   I	   guess	  we	   just	   took	   it	   in	   turns,	   but	   I	   think	  Mum’s	  was	   on	   a	   lot	   longer	   than	  mine	   -­‐	   I	   think	   it’s	  
because	   it’s	  Mum’s	   photos.	   I	   almost	   respect	   hers	  more	   than	  mine,	   maybe	   [laughs]	   cause	   it’s	  her	  
choice.	  =	  
Hi:	  =	  I	  wouldn’t	  mind	  if	  you	  showed	  your	  photo	  off.	  
Ju:	  Yeah,	  but	  it’s	  that	  kind-­‐of	  parent-­‐dominance	  thing.	  =	  
Hi:	  =	  I	  think	  what	  happens	  is	  -­‐	  because	  all	  my	  photographs	  weren’t	  personal	  to	  me.	  	  It’s	  more	  family	  
[to	  Julie:]	  and	  yours	  were	  more	  yours,	  I	  think.	  
Despite her mother’s democratic sentiments, Julie recognised the pervasiveness of conventions that 
determined ‘parent-dominance’.  Hisako accounted for this by asserting the familial as opposed to 
personal interests that her curatorship served. 
Yvonne's account differed from the other mothers’, which were more aligned. Yvonne strongly 
asserted her curatorial voice and was more 'possessive' over her Photoswitch region than the other 
mothers were.  The sensor data showed that she used Photoswitch more than others in her household.  
Perhaps resultantly, there was more inter-personal conflict in Household One than in the other 
households, a 'tug-of-war', in colloquial terminology, between Yvonne and Cat. 
Yv:	  (T)here	  were	  a	  couple	  of	  times	  as	  it’s	  been	  there	  I’ve	  thought	  ‘I	  definitely	  have	  my	  favourites	  of	  my	  
ones	  on	  there	  that	  I	  like	  being	  on	  [laughs]	  and	  I	  won’t	  move	  (.)	  the	  door	  if	  one	  of	  my	  favourite	  ones	  is	  
on	  there’	  [smiles],	  (.)	  and	  then	  of	  course	  Cat	  will	  come	  and	  move	  it	  or	  Marcia	  will	  move	  it	  or	  someone	  
else	  will	  move	  it	  and	  I’ll	  -­‐	  I’ll	  then	  try	  and	  move	  back	  to	  see	  if	  mine’s	  still	  on	  there	  [laughs]	  -­‐	  on	  the	  
other	  side.	  ...	  
Ca:	  (...)	  	  I	  do	  have	  my	  favourites	  and	  I’ll	  keep	  moving	  it	  and	  when	  it’s	  -­‐	  [to	  Yvonne:]	  when	  I	  move	  it	  to	  
one	  that’s	  one	  of	  yours,	  which	  is	  like	  a	  landscape	  or	  something,	  then	  I’ll	  change	  it	  back	  to	  mine.	  	  
Yvonne and Cat's talk of 'favourites' will be discussed in a later section.  Suffice to say here that 
Yvonne appeared less inclined to represent the voices of her children in the curatorial domain than 
the other mothers. 
Yv:	  =	  Yes.	  [To	  Cat:]	  I’m	  the	  curator.	  =	  
Ca:	  [To	  Yvonne:]	  You’re	  not	  the	  only	  curator?	  
Yv:	  [To	  Cat:]	  I	  am.	  
Yvonne dismissed Cat's potential ‘voice’ as an additional curator. 
In her account (and as in Study One), Yvonne aligned her curatorial control with parental control and 
the need to arbitrate the 'appropriateness' of displays.  This was in light of previous incidents when 
her children used 'inappropriate' photo displays to tease each other.  For example, when asked by the 
researcher how she would feel about photos from the family collection being networked for display 
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on a digital device akin to Photoswitch, Yvonne considered the necessity to 'block' certain photos.  In 
the following excerpt she referred to a particular photo of Marcia, the 'shower photo' from Study One, 
and issues concerning nudity. 
Yv:	  It's	  not	  one	  I'd	  put	  in	  a	  frame	  because	  I	  know	  you'd	  be	  embarrassed	  by	  it.	   	  In	  ten	  years	  you	  may	  
love	  it,	  but	  now...	  	  It's	  one	  that	  that,	  if	  I	  had	  something	  that	  automatically	  zipped	  stuff	  over	  =	  
Ma:	  =	  It's	  too	  recent	  and	  it	  shows	  a	  bit	  too	  much!	  =	  
Yv:	  =	  You'd	  want	  to	  put	  a,	  erm,	  a	  privacy	  blocker	  on	  that	  one.	  
Yvonne asserted that the shower photo had a place in a family collection, but for display at a later 
point in time and not now.  Therefore, the photo would not be included in a collection that could be 
'zipped over' to Photoswitch. 
Again, relating to the sense that the home's communal spaces are recognised as the domain of the 
curator, Yvonne considered Photoswitch as 'a family display' device, because it was situated in the 
communal space of the kitchen.  After reasserting her role as family photographer and owner of the 
family photo collections, she made an assumption that any collections displayed on Photoswitch - or 
similar class of digital device - would, firstly, comprise 'family photos' and, secondly, have been pre-
edited by her. 
Yv:	  (B)y	  the	  time	  you	  put	  something	  on	  the	  family	  display	  -­‐	  onto	  there	  -­‐	  you’ve	  already	  got	  rid	  of	  the	  
ones	  that	  you	  hate,	  the	  ones	  that	  don’t	  make	  you	  feel	  good,	  or	  -­‐	  so	  most	  of	  the	  negative	  ones	  won’t	  be	  
there.	  
As a result, she trivialised any potential conflict that might arise from people being able to change 
whatever is currently on display. 
R:	   	  Would	   you	   be	   happy	   for	  Marcia,	   Cat,	   or	   family	   that	   come	   in,	   to	   just	   change	   things?	   	   Imagine	  
[points	   to	  Photoswitch]	   it	  wasn't	   just	   this	  with	  a	  door,	  but	  some	  kind	  of	   interface	   that	  would	  allow	  
anyone	  to	  change	  the	  photos,	  or	  access	  your	  archive	  on	  your	  computer.	  
Yv:	  I	  think	  that	  would	  be	  fine,	  I	  mean,	  again,	  because	  	  =	  
Ca:	  =	  Lauren?	  
Yv:	  No,	  but	  -­‐	  because,	   think,	   the	  ones	  -­‐	   [to	  Cat:]	  yeah,	   I	   think	  they	  would	  be	  the	  photos	  that	  I'd	  be	  
happy	  to	  have	  seen	  (.)	  anyway.	  	  Don't	  forget	  with	  Lauren	  here	  we	  got	  the	  family	  photo	  albums	  out!	  
Ca:	  That's	  true.	  
Yv:	  So	  we	  did	  that,	  surprisingly,	  you	  know?	  	  So,	  erm	  (...)	  I	  would've	  thought	  so.	  I’m	  sure	  that	  there’d	  
be	  times	  when	  it’s	  irritating,	  but	  when	  isn’t	  family	  life	  irritating?	  	  So,	  I	  don't	  think	  it	  would	  be	  a	  big	  
ownership	  problem.	  
In this extract, Cat and Yvonne made reference to a family friend called Lauren.  Yvonne felt, in 
principle, that enabling others to select digital photos for 'family display', at the site of display, would 
be fine because they would be making selections from collections that she had already curated.  
Thus, her overall arbitration of displays would remain intact. 
8.3.3 Teens & Personal Space 
Given the salience of the curatorial voice, even with Photoswitch’s twinned displays, teens appeared 
to invest more heavily in their personal spaces as sites for expression.  Personal space seemed 
important to the teen for distinguishing her voice ‘separately’ from her household.  For two of the 
four teens this was re-enforced through their ability to connect out their bedroom, beyond the home, 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
8. STUDY TWO: PART II 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
243 
using the Internet.  Similarly, the ownership of personal photos and a place to display them was of 
great significance.  An excerpt from Household Four illustrates this. 
Ca:	  Photos	  I’ve	  taken	  or	  something	  I	  feel	  quite	  protective	  over:	  ‘That’s	  for	  my	  display’;	  ‘You	  can	  look	  at	  
it	  if	  you	  want	  but	  it’s	  not	  yours’.	  
La: Yeah,	  I	  wouldn’t	  expect	  to	  have	  anything	  to	  do	  with	  that	  at	  all.	  
Note that Caroline's sense of ownership and autonomy was mutually understood between herself and 
Lara. Hisako and Julie echoed this. 
Hi:	  I	  think	  I	  would	  prefer	  you	  to	  have	  your	  own	  one,	  (.)	  not	  that	  I	  worry	  about	  you	  looking	  at	  mine,	  
but	  I’m	  sure	  you	  wouldn’t	  want	  me	  to	  look	  at	  yours.	  =	  
Ju:	  =	  Yeah.	  
Yvonne shared the other mother’s sentiments.  In addition, she considered interface ideas for privacy 
when people come into the teen bedroom. 
Ma:	  (S)ome	  people	  you	  don't	  want	  to	  show,	  even	  if	  they're	  quite	  close	  friends	  or	  something.	  =	  
Yv:	  [To	  Cat:]	  So	  it's	  possible	  that	  you'd	  want	  an	  off	  button	  on	  the	  one	  in	  your	  bedroom?	  
Ca:	  Or,	  like,	  a	  private	  button	  or	  something.	  
Yv:	  Or	  a	  blank	  screen	  button,	  so	  that	  it	  just	  went	  to	  =	  
Ca:	  =	  An	  automatic	  screen-­‐saver.	  
Yvonne expressed respect for her daughter's personal space. 
The possibility of multiple digital display sites, distributed across the home, introduced a subtlety to 
the delineation of space and the potential networking of digital display devices.  Thinking about such 
a scenario, teens wished to be able to select photos for general display, but were not keen on the 
idea of receiving photos from others to their personal sites.  Caroline articulated this well. 
Ca:	   I	  wouldn’t	   like	   it	   if	  my	   own	  personal	   photos	   that	   I	   had	   chosen	   for	  my	   little	   thing	  were	   going	  
round	  to	  everyone,	  but	  if	  I’d	  picked	  one	  to	  send	  to	  someone	  else	  that	  would	  be	  fine.	  ...	  	  But	  I	  wouldn’t	  
-­‐	  I	  wouldn’t	  see	  the	  point	  in	  having	  your	  own	  personal	  one	  if	  it	  was	  to	  cycle	  round	  everyone?	  	  
All the mothers responded positively to this, agreeing that they wouldn’t want to see their daughters’ 
photos without permission and would rather be ‘invited’ to look.  As with the other three mothers, 
Sue was respectful of her children’s' privacy boundaries, suggesting that they would send or post 
photos that they would want her to view to a device that she has access to or ownership of. 
Su:	  (M)aybe	  some	  of	  the	  things	  that	  the	  girls	  have	  got	  are	  sorta	  personal	  and	  they	  wouldn’t	  want	  me	  
to	  have	  them	  on	  mine…	  so	  they	  would	  choose	  the	  one	  that	  they	  would	  send	  me.	  …	  	  But	  that	  would	  be	  
nice,	  you	  know?	  	  Unexpected.	  
Sue speculated that the receipt of photos from her children via a networked display system would be 
somewhat serendipitous and 'nice'. 
When discussing the possibility of distributed and networked digital displays, Hisako considered how 
an interface at the general site might afford limited visibility to a collection of her daughter’s photos. 
Ju:	  I	  wouldn't	  want	  some	  of	  my	  photos	  dotted	  around	  the	  house,	  I	  guess,	  [laughs]	  for	  other	  people	  to	  
see.	  =	  
Hi:	  =	  Yeah.	  ...	  But	  -­‐	  but	  [to	  Julie:]	  it	  would	  be	  nice	  if	  it	  was	  like	  a	  folder	  that	  said	  ‘Personal’	  and	  then	  
you	  can	  ...	  only	  share	  particular	  ones	  -­‐	  you	  can	  just	  choose	  and	  change	  yours.	  We	  see:	  ‘Okay,	  she’s	  not	  
sharing	  today’.	  
Ju:	  [Laughs	  quietly.]	  Like:	  ‘Blank’.	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Hi:	   Yeah,	   let's	   say,	   for	   example	   -­‐	   sorta	   say	   'Click	   Julie,	   see	   what	   she's	   got	   today'	   and	   then	   'Blank,	  
secret'.	  	  Or	  'Personal'	  -­‐	  'Okay,	  she's	  not	  sharing	  today'.	  
Here, Hisako envisaged adjustable privacy settings for accessing a 'folder' of her daughter's photos in 
the curatorial domain.  At a later point in the interview, Julie went on to assert that her reason for 
wanting privacy related to the relevance of the content more than anything else.  The central finding 
here is the significance of place and privacy boundaries to these dyads for supporting 
intergenerational communication. 
8.3.4 Social Functions of Domestic Spaces 
The researcher invited the participants to consider the situating of photographic content in particular 
rooms in the home.  Household One attributed certain rooms with a certain ambience and a certain 
audience for displays. 
R:	  If	  you	  could	  send	  photos	  from	  your	  computer	  to	  different	  displays	  in	  the	  house,	  would	  you	  like	  that	  
to	  be	  quite	  random,	  or	  would	  you	  want	  different	  displays	  in	  different	  spaces?	  ...	  
Ca:	  Okay,	  [laughs]	  well,	  in	  the	  bathroom	  -­‐	  if	  you	  think	  about	  that	  one	  -­‐	  anyone	  is	  gonna	  be	  in	  there,	  
so	  you’d	  want	  something	  very	  …	  	  	  
Yv:	  =	  In	  a	  way	  you'd	  want	  the	  one	  of	  Marcia	  [the	  shower	  photo].	  
Ca:	  =	  Yeah,	  you’d	  have	  the	  jokey	  ones	  that	  are	  amusing	  and	  sort-­‐of	  have	  stories	  behind	  them,	  because	  
when	  you’re	  in	  there	  you’re	  gonna	  be	  looking	  at	  them	  and	  thinking	  ‘there’s	  not	  really	  much	  else	  to	  do	  
in	  here’,	  whereas	  in	  here	  it’s	  more	  a	  background.	  =	  
Yv:	  Marcia	   in	   the	   shower	   cap:	   that's	  probably	   the	  only	  place	   you	   could	  have	   that	  one	   in	   the	  house	  
where	  it	  would	  be	  okay.	  
Cat speculated that the higher the level of social activity in a room, the less a display’s presumed 
salience.  She considered, by example, the 'kinds' of photos that seemed appropriate for display in the 
bathroom.  In response, Yvonne suggested that the contentious shower photo, which she had deemed 
inappropriate for home display in general, could actually be displayed in this room.  Thinking about 
the design of networked displays, this implies that different privacy settings could be set for displays 
in different parts of the home. 
A similar discussion took place between Hisako and Julie, although the dyad went on to speculate 
about the different ways of looking that may arise from positioning Photoswitch in different rooms.  
In the following excerpt, they considered the 'TV room' as an alternative location. 
Ju:	  (W)e	  spend	  quite	  a	  lot	  of	  time	  in	  the	  other	  room.	  ...	  	  As	  -­‐	  because	  we're	  more	  active	  in	  that	  room,	  I	  
was	  wondering:	  maybe	  the	  outcome	  of	  the	  (.)	  whole	  photos	  would	  be	  a	  lot	  different,	  because	  we're	  a	  
lot	   busier	   in	   that	   room,	   we	   spend	  most	   of	   our	   time	   in	   that	   room	   as	   a	   family,	   don't	   we(?),	   like	  
watching	  the	  TV	  together.	  =	  
Hi:	  =	  Yeah...	  	  But	  then	  would	  we	  give	  it	  the	  same	  -­‐	  share	  the	  same	  time(?),	  because,	  although	  you’re	  
there,	  you’d	  probably	  just	  glance	  at	  it	  and	  never	  bother	  with	  it,	  but	  here	  you	  will	  have	  an	  actual	  (.)	  
good	  look	  at	  it	  (.)	  -­‐	  have	  a	  good	  study,	  although	  it	  might	  not	  be	  (.)	  as	  constant	  as	  if	  it	  was	  in	  ...	  the	  
other	  room,	  because	  you	  would’ve	  looked	  at	  it	  a	  lot	  of	  times	  but	  I	  think	  you	  would	  have	  just	  glanced	  
at	  it	  a	  lot	  of	  times?	  	  But	  if	  it's	  in	  this	  room	  you	  actually	  sat	  down,	  you	  listen	  to	  music	  and	  you	  can	  look	  
at	  it	  and	  you	  actually	  stare	  at	  it	  for	  a	  while.	  	  I	  think,	  although	  you’re	  not	  actually	  in	  here	  that	  often,	  
but,	  you	  know	  -­‐	  quality	  time	  (.)	  -­‐	  you’re	  spending	  quality	  time	  with	  the	  photos.	  
Here, Hisako differentiated between an ambient 'glancing' at photos on Photoswitch versus an 'actual 
good look', and quality time with the photos'.  Interestingly, the experience that Hisako described 
here, of putting music on and dedicating time to viewing photos, was reminiscent of her and Julie's 
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comments elsewhere about the temporal framing of Photoswitch displays via their 'rule of use', and 
how this focussed attention.  In the excerpt above, Hisako pointed to at least two levels of 
engagement with Photoswitch's content: one that was ambient and partial; and one that was focused 
and dedicated.  Crucially, in her view, the social function and ambience of a particular room 
determined this viewing experience. 
The ambience and social functions of rooms were mediated by roles and responsibilities within the 
family.  The domestic order determined that the communal spaces had different meanings for 
mothers and daughters, beyond the ideas of ownership discussed above.  Hisako described how her 
preferred site for Photoswitch was greatly influenced by the fact that she associated most of the 
communal spaces with mother's 'work'.  In the next extract, the researcher asked her where she 
would hypothetically like to situate her 'own digital photo display device'. 
Hi:	  I	  think	  still	  in	  here,	  for	  me,	  because	  I	  quite	  like	  to	  share	  it.	  ...	  I	  don't	  have	  personal	  space	  any	  more,	  
[to	   Julie:],	  do	   I?	   ...	  Yeah,	   it	  would	  be	  here,	  wouldn’t	   it(?)	   cause,	   er,	   it	  would	  be	  quite	  nice	   sort-­‐of	   -­‐	  
when	  I’m	  not	  doing	  anything,	  I’ll	  be	  here.	  ...	  The	  kitchen	  I’m	  so	  busy	  (.)	  and	  the	  kitchen-­‐dining-­‐utility	  
room	   is	   just	   like	   (.)	   I	   do	   everything	   there:	   ironing,	   painting,	  washing	   -­‐	   sort	   of	   activities	   rooms,	   [to	  
Julie:]	  aren’t	  they?	  
Whilst Julie advocated the personal space of her bedroom for Photoswitch - as previously discussed, 
Hisako chose the 'quiet room' where Photoswitch was deployed, not because she considered it to be a 
'personal space' per se, but because of the 'activities' that she had to do in other rooms.  Sue echoed 
Hisako in response to the same question. 
Su:	  I'd	  have	  it	  where	  [to	  Michelle:]	  where	  we	  created	  that	  little	  sitting	  area	  in	  the	  living	  room.	  
Hisako and Sue chose communal sites where they created personal space for leisure time at home. 
The unity of the household group and its exclusivity from visitors was a phenomenon that raised 
further issues concerning place, in relation to the ownership of photos, display devices, and rights to 
their use.  In the following instance, Sue responded to viewing footage of Michelle's boyfriend, Theo, 
using the device. 
Su:	  I	  was	  a	  bit	  cross	  when	  Theo	  did	  it	  first	  of	  all!	  [Laughs.]	  'Hey!'.	  
Mi:	  [To	  Sue:]	  Yeah,	  when	  Theo	  came	  in	  and	  then	  he	  was	  trying	  to	  do	  it	  and	  he	  didn't	  realise	  there	  was	  
a	  spring	  on	  so	  it	  just	  -­‐	  he	  like	  -­‐	  so	  it	  just	  flipped	  straight	  back	  again.	  
Su:	  [Laughs.]	  
Mi:	  And	  then	  I	  got	  mad	  and	  hit	  him.	  ...	  
Su:	  Yeah	   [laughs].	   	   It's	   something	   that	   -­‐	   yeah,	   I	  don't	  know	  whether	   I'd	  be	   -­‐	  well,	   I	  wouldn’t	  mind	  
visitors	  doing	  it	  but	  I	  think	  it’s	  quite	  a	  personal	  thing	  really	  and	  I	  think	  it’s	  our	  -­‐	  our	   family	  thing.	  	  
So,	   you	   know,	   it’s	   for	   us	   to	   decide	  whether	   or	   not	  we’ve	   had	   enough	   of	   seeing	   that	   one	   particular	  
picture	  and	  moving	  it	  across.	  
Although Sue was not deeply offended by Theo's use of the device, she emphasised her preference for 
the household to make decisions, exclusively, about what should, and should not, be removed from 
display.  Further to this, she anticipated that only 'close friends' would feel at liberty to use the 
device without permission.  It turned out, when interpreting the sensor data, that friends used the 
device for 16 per cent of the total use, which was less than Sue's percentage of use.  But friends were 
always with household members during the interaction.  Yvonne echoed Sue's sentiments, describing 
how visitors to her household 'rarely used' Photoswitch.  Sensor data showed that friends and relatives 
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used Photoswitch for 10 percent of the total use. 
Yv:	   It's	  very	  close	   family.	   ...	   (I)t's	  very	  close	   family	  that	  do	  (.)	  only.	   	   It's	   interesting:	   it's	  not	  people	  
that	  have	  come	  in	  and	  are	  occasionally	  looking	  around.	   ...	   	  Even	  if	  they're	  standing	  by	   it	  they	  don't.	  	  
(S)trangers	  don't	  change	  it.	  
Many more visitors to Household Three used Photoswitch than in the other households, but still only 
when invited.  Accounts showed that the accessibility of Photoswitch to visitors was as much 
dependent on its functionality - the ability for anyone to change a display - as it was upon the social 
function of the domestic space and people's social expectations; even if visitors could change it, they 
didn’t. 
Also worth mentioning is a discussion in Household Four about the concept of networking display 
devices within versus beyond the home environs.  Lara thought that people 'sending' photos from 
outside the household "would be really annoying".  However she felt differently about photos being 
sent (from other places in the home,) by the household.  Caroline agreed. 
La:	   I	   think	   that	  would	  be	  nice,	   [to	  Caroline:]	  because	   it	  would	  probably	  be	  a	  nice	   thing	   that	  you're	  
doing.	  
Ca:	   [To	  Lara:]	  Yeah,	   (.)	   just	   take	  a	  picture	  of	  me	   looking	  really	  crazy	  and	  send	   it	  down	  whilst	  we're	  
having	  dinner	  or	  something	  [laughs].	  
La:	  [To	  Caroline:]	  Yeah,	  or	  a	  picture	  of	  you	  tying	  the	  cat	  up	  or	  something	  and	  sending	  a	  ransom	  note.	  
[Laughs.]	  	  You	  could	  have	  a	  good	  laugh	  with	  it!	  =	  
Ca:	  =	  [Laughs	  heartily.]	  	  Yeah,	  you	  could	  actually.	  =	  
La:	  =	  Sitting	  there,	  watching	  Eastenders	  going	  'Oh	  my	  god:	  the	  cat!'.	  
What's interesting here is that the participants started to think about ways in which sending photos 
between devices in the home created or enhanced social interaction within the household.  A photo 
display, as a live 'message', could form part of a dialogical exchange in a particular place, at a 
particular time.  Photo displays became part of the fabric of real-time communication that was, 
importantly, situated.  Also, note Lara's expression of trust here: she trusted Caroline to send photos 
as 'nice' gestures.  The active sharing of photos between rooms in the home, could not only serve to 
foster dialogical exchange and affinity between members, but could also potentially define the social 
function and ordering of the domestic spaces, too.  For example, 'photo-messaging' during dinner 
could transform the form of the mealtime ritual and how it connects to places in the home. 
These accounts of use showed how the ordering of domestic space was negotiated.  Mother-daughter 
dialogues at interview showed that some displays and their content cemented ideas of personal, 
private space where as others are treated as the province of the curator and the expressions of the 
wider family.  Also demonstrated was the usefulness of Photoswitch as a thinking tool in dialogue.  By 
necessitating the distribution and sharing of ‘display space’ on the device, its configuration sparked 
reflection about the distribution of space and – as the excerpt above shows, time - for displaying 
photos in the home-at-large.  The temporal dimension of displays shall now be considered in more 
detail. 
8.4 Manual & Automatic Change of Displays 
Building on the above sections, discussion now turns attention to the control issues concerning the 
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contextual handling of content on Photoswitch and how expressions of self and family were enriched 
or constrained by its material affordances. 
8.4.1 Local Control of Displays 
To recap, Photoswitch’s automatic features were only triggered by manually sliding the door.  The 
photo display didn’t change unless someone slid the door, a feature positively valued within all the 
households.  Marcia, in Household One, expressed this most strongly. 
Ma:	   It’s	   quite	  nice	   that	   it	   doesn’t	   fade	   away	   if	   you	  don’t	   sort-­‐of	   (.)	  want	   it	   to,	   because	  otherwise	   it	  
could	  get	  quite	  aggravating:	  ‘Don’t	  leave	  me!’.	  
Yv:	  …	  	  Yes,	  I	  quite	  like	  it	  not	  changing	  itself.	  	  …	  	  Although	  if	  it	  just	  was	  on	  a	  continuous	  loop	  it	  would	  
be	  such	  a	  surprise	  as	  you	  [laughs]	  came	  by.	  	  But	  you	  would	  (think)	  ‘Oh	  no,	  but	  I	  want	  it	  to	  keep	  it	  on	  
that	  one!’.	  
Ca:	  Hum	  [smiles	  and	  nods].	  
Yv:	   It	  would	  be	   like	  an	   iPod	  Shuffle	   that	  you	  end	  up	  having	   the	   same	  selection	  or,	   you	  know	   -­‐	  but	  
you’d	  always	  be	  there	  at	  the	  same	  time.	  	  
In these instances, the family members appreciated the 'surprise' displays created by the automated 
features, but wanted the option to take manual control of the display.   
They emphasised the significance of manually controlling what is displayed on Photoswitch when in its 
vicinity.  With local control, they could directly manipulate displays for different audiences, including 
visitors, or for personal reflection.  For example, Yvonne described keeping a particular photo on 
display for a visiting audience.  
Yv:	  I	  make	  sure	  it’s	  on	  one	  that	  I	  like	  for	  Book	  Group:	  you	  know,	  I	  knew	  it	  was	  Book	  Group	  so	  I	  was	  
thinking	  ‘Gotta	  have	  it	  on	  one	  I	  like!’.	  I	  was	  very	  pleased:	  [to	  Cat	  and	  Marcia:]	  I	  had	  it	  on	  that	  nice	  one	  
of	  you	  two.	  
Ca:	  What,	  with	  the	  balcony?	  
Yv:	  Yeah,	  at	  Bovey	  Castle.	  
Ca:	  Oh	  yeah,	  nice.	  
Yv:	  Yeah,	  so	  that	  was	  nice	  …	  Yes:	  show	  my	  daughters	  in	  a	  good	  light!	  
Photoswitch displays were changed for particular contexts and audiences.  Having manual control 
over 'who' saw 'what' and 'when' was important to Yvonne for creating presentations of family that 
met the social expectations of others.  In this case, the photo of Bovey castle was kept on display by 
Yvonne until her 'Book Group' visitors left.  The person nearest to the device was thus sanctioned to 
engage with and control the content for the purposes at hand. 
8.4.2 Local Control as Social Mediation 
Participants also called upon Photoswitch to express themselves in the context of particular inter-
personal exchanges, or moods.  This was highlighted in Sue's account.  In the following excerpt, Sue 
used Photoswitch to express feelings towards her daughter following an argument between them. 
Su:	  If	  Michelle	  had	  been	  a	  little	  bit	  down	  or	  had	  gone	  off	  -­‐	  whatever,	  I	  sort	  of	  wanted	  a	  reminder	  to	  
remember	  her	  in	  a	  happy	  -­‐	  a	  happier	  state.	  So	  I	  would	  put	  it	  across	  and	  I’d	  have	  her,	  sort-­‐of,	  singing.	  I	  
did	   that	  specifically	   one	  morning	  when	   [to	  Michelle:]	   you	  were	   in	   a	  bit	   of	   a	   strop	   -­‐	  downer	   and	   I	  
thought	  I	  didn’t	  want	  to	  have	  the	  day	  remembering	  her	  like	  that	  -­‐	  I	  sort	  of	  wanted	  to	  have	  a	  happier	  
Michelle	   in	  my	   little	   kitchen.	   So	   I	   slid	   it	   across	   specifically	   and	   had	   her	   singing	   to	  me	   [laughs].	   I	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found	  that	  quite	  significant.	  I	  actually	  really	  enjoyed	  that	  -­‐	  being	  able	  to	  do	  that.	  That	  was	  clear	  in	  my	  
mind.	  
By ‘specifically’ selecting a photo on Michelle's display region, Sue was found to use Photoswitch for 
two purposes: to express compassion towards her daughter; and to present a positive image of her 
daughter to herself as a means to transform the state of their relations in her own mind.  Sue's 
gesture was also seen to re-affirm domestic order in a space that she assumed relative dominance 
over – ‘I wanted a happier Michelle in my little kitchen’.  Sue's gesture adds to observations made in 
the previous section: it appears that mothers were ‘not possessive’ over their personal display region, 
finding their daughters’ photos, at times, to be of equal significance to them. This behaviour was 
sometimes altruistic. 
This shows how the sliding door feature – and the manual control it affords - became a resource for 
everyday expression and reflection, including intrapersonal dialogue such as acts of remembering.  
Building on this, Sue said she greatly valued the way that it made multiple digital photos accessible to 
her in the course of her home life, something that she felt had only previously been afforded to her 
children. 
Su:	  I	   loved	  it	  cause	  I’m	  in	  the	  kitchen	  a	   lot	  and	  –	  the	  girls	  have	   lots	  of	  reminders	  on	  their	   laptops	  -­‐	  
they’ve	  always	  got	  the	  screen-­‐savers	  and	  they	  flick	  through	  all	   their	  photographs,	  but	  I’m	  not	  really	  
technical	  in	  that	  way	  -­‐	  so	  for	  me	  to	  come	  into	  the	  kitchen	  -­‐	  and	  its	  so	  easy	  just	  to	  move	  the	  -­‐	  and	  see	  a	  
friendly	  face	  when	  I’m	  cooking.	  
Sue enjoyed the ease with which she could access and ‘flick through’ digital photos in a place she 
spent time in. 
The sliding door feature mediated everyday expression in other ways too.  Notably, it invited playful 
engagement because it cultivated ‘suspense’ around what content might be revealed.  This was seen 
to directly provoke dialogical exchange between mother and daughter.  For Hisako and Julie, the 
introduction of a 'rule', or pattern of use, was a way for them to express affinity and democracy. 
Yvonne pointed out that the door could be a "source of either conflict or family fun", highlighting 
some subtle aspects of etiquette associated with controlling and changing photo displays in a 
communal space.  Some aspects of etiquette will be attended to in the remainder of this section. 
8.4.3 Duration of Displays & Shared Significance 
Photoswitch presented a context for making preferences over photos and their display.  This was 
partly because the door was used to display one photo collection over another.  By making 
preferences, people made value judgments about photos.  Household One expressed this most 
explicitly. 
Ca:	  I	  do	  find	  myself	  thinking	   'Oh,	  that	  one's	  boring'	  and	  moving	  it	  across	  and	  thinking	   'No,	  back	  to	  
that	  one	  again'	  [points	  to	  current	  Photoswitch	  display.	  
This sometimes created conflict within the household, especially between teens and others. 
Ca:	  I	  get	  quite	  annoyed	  when	  people	  change	  the	  picture,	  sometimes.	  I	  want	  to	  take	  it	  back	  [grabbing	  
gesture]!	  I	  like	  it	  when	  it’s	  on	  my	  side!	  
In fact all participants said they had ‘favourites’ on Photoswitch. They made an effort to keep a 
photo on display that was preferable to an alternative in the other region, or until the photo of lesser 
value faded behind the door and is ready to be replaced. 
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Ca:	  If	  it	  was	  one	  I	  really	  liked	  being	  replaced	  by	  one	  I	  didn’t	  like	  I’d	  switch	  back	  to	  one	  that	  I	  liked	  and	  
wait	  for	  the	  other	  one	  to	  fade.	  But	  I	  didn’t	  mind	  if	  it	  was	  sort-­‐of	  supplanted	  by	  another	  nice	  one.	  
Yv:	  Yeah,	  you	  get	  quite	  possessive	  of	  the	  ones	  that	  you	  like	  on	  there	  [laughs]!	  
Ca:	  Yeah,	  [laughs]	  switch	  it	  and	  wait	  for	  it	  to	  go	  to	  one	  you	  like.	  
Yv:	  I’m	  going	  to	  change	  it	  so	  we	  can	  see!	  [Slides	  door.]	  
Ca:	  Oh	  I	  like	  that	  one!	  
Yv:	   See!	   [To	  Cat]	   You	   love	   that	   one	   and	   I	   -­‐	  we	   all	   -­‐	   it	   stays	   on	   the	   bridesmaid	   one	   of	   you	   and	  my	  
goddaughter	  a	  lot.	  
Ca:	  Yeah!	  I	  haven’t	  seen	  that	  one	  for	  ages!	  
Yv:	  Oh,	  I	  don’t	  know,	  it	  was	  there	  quite	  recently	  actually.	  
Ca:	  Oh,	  I	  feel	  so	  cool	  that	  I	  went	  to	  this!	  
Yv:	  So,	  we	  like	  that	  one.	  
It was found that the duration of a display must be negotiated through photo-talk and turn taking.  
This cultivated the mutual appreciation of photos - ‘we like that one’ – and self-worth - ‘I feel so cool 
that I went to this’.  When both in the vicinity, dyads established a photo’s shared significance by 
deciding together how long it should be displayed for.  Here the dyads learned to work with the 
device’s ‘Veto’ functionality: when a group was in the vicinity, a photo could be removed from 
display if any member wanted it to be.  Over a period of weeks this was found to have an effect 
perceptible to the household-at-large.  In the excerpt above, the longevity of the ‘bridesmaid photo’ 
display was seen to be indicative of its relatively high significance to the household.  This rendered it 
salient within the household’s curated displays.  Indeed, Yvonne's comments were supported by the 
sensor data, which showed that this photo was never removed straightaway when it came on to 
display, as other photos were. 
Thus, people continued to assign hierarchical value to photos at the site of display and in a social 
context.  This was seen as a form of in-display triaging, and a triaging that highlighted the 
transformative processes of sense making between people and photos.   
Use of the sliding door somewhat embodied if not playfully catalysed this activity and its 
collaborative nature, as the above excerpt shows. The door interface gave the triaging process a 
performative dimension that helped foster interpersonal communication.   Another excerpt from 
Household One illustrates this well. 
Yv:	  =	  It’s	  time	  to	  change	  it	  again.	  [Yvonne	  walks	  over	  to	  Photoswitch.]	  	  There	  we	  go.	  
Ca:	  If	  it’s	  not	  good	  switch	  it	  back	  really	  fast.	  
Yv:	  [Slides	  Photoswitch	  door.]	  	  Oh,	  it’s	  okay	  -­‐	  it’s	  okay.	  =	  
Ca:	  =	  Oh,	  that’s	  alright.	  	  I	  like	  that	  one.	  =	  
Yv:	  =	  It’s	  okay.	  	  It’s	  not	  as	  good	  as	  the	  bus.	  =	  
Ca:	  =	  All	  the	  essential	  members	  of	  the	  family.	  
Yvonne, Cat, and the other users worked with the device’s functionality and its automated behaviours 
to coordinate triaging in Photoswitch use, as well as the general handling of the device.  In the 
excerpt above, Yvonne acknowledged the 'time' that it took for a photo to fade behind the door, 
whilst Cat responded to this with a call to action that acknowledged the automated features.  It was 
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clear that, after living with the device for a while, they both gained a tacit understanding of the 
system behaviour, which shaped how the meaning of photos was 'played out' between them at 
interview.  Many instances were documented in the sensor footage from this household, too, which 
illustrated various users sliding the door back and forth (over seconds), being unable to make a 
decision on what to display from their two options, and then being 'forced' by the system to wait for a 
new photo to be offered up as another option.  There were also examples in the video footage of 
expressive physical gesturing when sliding the door, and discussions between people standing in front 
of the device at the time the display is changed. 
Over the course of time, the process of in-display triaging familiarised the household with the content 
of collections and what it meant to them as a group.  This was seen to create a sense of affinity 
between members.  For example, accounts showed shared reminiscence around particular content 
that was positively valued for asserting family unity.  Sue and Michelle expressed this strongly.  For 
example, Michelle described an instance when the automatic, random revealing of a photo by the 
Photoswitch system made for a serendipitous encounter as a prompt to collective remembering. 
Mi:	  I	  slid	  it	  across	  and	  ...	   just	  like	  photos	  of	  us	  and,	  like,	  a	  picture	  of	  me	  and	  my	  sisters	  and	  we	  just	  
laughed	  about	  it	  and	  said	  ‘Oh	  remember	  when	  that	  happened?!’	  and	  (.)	  –	  yeah	  so	  it	  was	  cool.	  
In this way, the system's functionality prompted the re-enactment of the household's collective 
narrative and the fostering of closeness between members. 
Hisako and Julie embraced the device's functionality in a different way.  In contrast to Yvonne and 
Cat, they made explicit that they had no preference for displaying one photo over the other. 
Ju:	  I	  don’t	  think	  any	  of	  the	  photos	  we’ve	  really	  wanted	  to	  leave	  on	  for	  that	  long.	  	  I	  don’t	  think	  we	  had	  
any	  kind-­‐of	  preference	  for	  which	  photo	  we	  wanted	  on	  for	  longest,	  or	  which	  one	  went	  with	  the	  room,	  
so	  we	  had	  to	  keep	  on.	  
Hi:	  Yeah,	  yeah.	  
By establishing a rule to alternative displays on a daily basis and, therefore, going to some lengths to 
fix the maximum duration a display (to one day), the household somewhat curtailed triaging and 
expressed some kind of democracy.  
As well as manually framing displays in time, Hisako and Julie expressed the shared significance of 
their collections through the use of Photoswitch's automatic features.  They exercised 'patience' to 
work with the system's fade time, to positive effect. 
R:	  So,	  what	  was	  it	  like	  to	  have	  it	  [Photoswitch]	  in	  one	  place	  and	  having	  something	  there	  for	  a	  while?	  	  
How	  did	  that	  feel	  compared	  to	  normally	  seeing	  them	  on	  the	  computer?	  
Ju:	  I	  think	  seeing	  them	  on	  that	  screen	  I	  appreciated	  the	  photo	  a	  lot	  more	  than	  just	  clicking	  on	  it.	   	   I	  
dunno,	   because	   of	   this	   half	   an	   hour	   decline	   before	   the	   next	   one	   ...	   -­‐	   it's	   that	   patience	   of	   actually	  
looking	  at	  the	  picture	  and	  ...	  you	  have	  the	  (.)	  time	  to	  really	  look	  at	  it.	  
The limited manual control encouraged Julie to take time to look at each photo 'properly'. 
Attentiveness was also prompted by the automated selection of photos; Hisako pointed out that, 
since users didn’t know 'when a photo will come back', they were persuaded to attend to each photo. 
Hi:	  I've	  been	  to	  a	  few	  parties	  where	  they	  have	  a	  digital	  screen	  display	  and	  ...	  you	  sort	  of	  chat	  and	  you	  
know	   'Oh	   I	  missed	   that	  but	   it	  will	   come	  back	   in	   two	  seconds'.	   	  But	   that	   [Photoswitch]	  you	  have	   to	  
really	  make	  a	  point.	  	  Everybody's	  'Oh,	  what	  you	  got	  today?'.	  
This tied in with the rule of use, as Hisako noted: "you have to make a point to look at it that day, 
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because we'd decided we’re gonna display that (.) alternative days".  The participants found that they 
appreciated a photo 'there and then', because they had no control over when they would see it again.  
In sum, Photoswitch's automated features were a positive constraint upon their photo sharing 
experiences. 
8.4.4 Browsing & Selecting Content for Display 
Leading from talk of triaging, ‘favourites’ and working with the system, was a discussion with 
participants about what Photoswitch couldn’t afford: the selection of a particular photo for display.  
This was deemed a negative and constraining feature of the experience, as expressed by Lara. 
La:	  I	  quite	  enjoyed	  having	  it	  at	  first,	  I	  think,	  and	  I	  always	  flicked	  it	  when	  I	  went	  in	  the	  room	  -­‐	  always	  
flicked	  it.	  Yeah,	  and	  then	  I	  got	  disappointed	  if	  it	  wasn’t	  the	  picture	  I	  wanted	  it	  to	  be	  at	  the	  other	  side	  
[smiles].	  
During the deployment Lara wanted to be able to browse and select her ‘favourites’ directly from the 
device at particular times and, because she couldn’t, her appreciation of it deteriorated.  Her 
disappointment provoked her to consider, at interview, what kinds of functionality she would ideally 
like from a general display. 
La:	  I	  quite	  like	  the	  idea	  of	  having	  a	  bigger	  one	  with	  more	  images	  on	  it,	  so	  that	  it’s	  kinda	  like	  a	  collage	  
of	   photographs.	   That	   would	   be	   quite	   nice	   to	   have	   that	   changing.	   There’s	   a	   frustration	   thing	   of	   ‘I	  
wanna	  see	  another	  one’!	  =	  
Ca:	  =	  Yeah,	  it	  doesn’t	  change	  fast	  enough.	  =	  
La:	  =	  We	  take	  so	  many	  pictures,	  [to	  Caroline]	  don’t	  we?	  So	  just	  to	  have	  one	  and	  then	  two	  or	  three	  -­‐	  
it’s	  just	  like	  ‘Come	  on!’	  -­‐	  I’d	  just	  like	  to	  be	  able	  to	  flick	  around	  or	  pick	  a	  favourite.	  
Together with Caroline, Lara advocated a ‘collage’ view of a collection, in order to be able to browse 
or search for a favourite by ‘flicking around’ a relatively large number of photos quickly at the site of 
display.   
The other households advocated something similar, although, for Yvonne, the issue with Photoswitch's 
functional constraints were more to do with choice than with selecting a favourite.  Yvonne wanted to 
be able to browse a collection when changing the photo on display and before committing to the 
removal of a particular photo from display. 
Yv:	  In	  a	  way	  it	  would	  be	  fun	  if	  you	  did	  -­‐	  if	  -­‐	  if	  you	  had	  almost	  four	  along,	  so	  that,	  instead	  of	  changing	  it	  
and	  looking	  at	  one,	  (.)	  you	  could	  whizz	  it	  along	  and	  stop	  it	  on	  the	  one	  you	  wanted	  or	  something.	  	  
Here, she suggested choosing a photo from a selection of four, hence being able to browse a 
collection.  Elsewhere, she developed this concept, increasing the scale of (the interface and) 
browsing options. 
Yv:	  (A)	  multiple	  display	  would	  be	  great	  because	  sometimes	  you	  think	   'Well,	   I'd	   like	  to	  know	  what's	  
over	   there	   [points	   to	  Photoswitch	  door],	   but	   I	   really	  don't	  want	   to	   get	   rid	  of	   this	  photo,	   and	   -­‐	   like	  
those	  children's	  toys	  where	  you	  have	  to	  get	  something	  from	  one	  side	  to	  the	  other	  by	  slotting	  things,	  
you	  know?	  -­‐	  slotting	  squares.	  ...	  	  That	  sort	  of	  thing	  that	  had	  multiple	  ones	  would	  be	  fun.	  
Here, Yvonne referred to Scramble Square puzzles.152  Note that all of her design ideas retained the 
sliding door feature of the current interface. 
                                         
152 http://www.reuters.com/article/pressRelease/idUS150354+28-Apr-2009+BW20090428.   Accessed 18. 09. 09. 
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8.4.5 Unexpected Encounters with Photos 
Whilst participants wanted to manually select photos on the device, they also appreciated its 
automatic features, in particular the way in which unexpected encounters with photos were 
generated.  In addition to triggering suspense, play and frustration, such encounters could have an 
aesthetic quality that related to being ‘brought out of the moment’ in the course of the mundane.  
This was a valued experience that often nurtured relationships with referents, as Michelle described. 
Mi:	  When	  I	  haven’t	  like	  thought	  about	  my	  Nanna	  in	  like	  ages	  and	  it’s	  just	  like	  ‘Ah,	  Nan!’,	  you	  know,	  
and	  then	  it	  just	  makes	  you,	  like,	  have	  a	  little	  thought	  about	  her.	  
Alongside personal experiences, dyads also described serendipitous instances of momentary shared 
reminiscence.  Again, Michelle's account can be drawn from to illustrate. 
Mi:	  (J)ust	  like	  …	  a	  picture	  of	  me	  and	  my	  sisters	  and	  we	  just	  laughed	  about	  it	  and	  said	  ‘Oh	  remember	  
when	  that	  happened?!’	  and	  (.)	  –	  yeah	  so	  it	  was	  cool.	  
These encounters took place partly because of the random behaviour but also because Photoswitch 
had multiple users acting on it manually. 
Photoswitch's automated behaviours and the general transience of the displays occasionally catalysed 
significant life events, shaping manual use of the device. This was seen in Household Three, when a 
family friend died during the deployment.  A photo capturing this friend came on to display following 
their death and this was found to add considerable poignancy to the household’s grieving 
experiences. 
Hi:	  One	  of	  our	  friends	  died	  a	  week	  ago	  and	  	  ...	  we	  went	  to	  the	  funeral	  and	  came	  back	  and	  he	  was	  on	  
there.	  	  It	  was	  quite	  nice,	  really.	  
Ju:	  Yeah,	  (.)	  to	  see	  him.	  ...	  
Hi:	  It	  was	  really	  (.)	  nice	  and	  I	  thought	  'Oh,	  look!'.	  	  Whether	  I	  would've	  chosen	  it	  to	  put	  on	  we	  don't	  
know,	  but	  because	  it	  was	  random	  it	  was	  really	  nice.	  ...	  	  So	  we	  left	  it	  on	  for	  a	  while.	  =	  
Ju:	  =	  Yeah,	  so	  we	  left	  it	  on	  there	  for	  quite	  some	  time.	  
The random display feature was made meaningful by the participants as they acted on Photoswitch 
manually, to positive effect.  The inevitable transience of the photo's display had poetic resonance 
and shaped Hisako and Julie's - and others' - interaction with the device in their time of grief; and, 
vice versa, they used Photoswitch to express the nature of their grief. 
When asked, all dyads found it hard to ascertain whether or not the automated selection was random 
because, as they moved in and out of its vicinity, they couldn’t know with certainty who might have 
changed the display and when.  This can be illustrated with Yvonne and Marcia's accounts. 
Yv:	  (W)e're	  in	  and	  out	  so	  you	  don't	  know	  if	  someone's	  moved	  it	  in	  the	  meantime,	  so	  you	  don't	  know	  if	  
someone's	  moved	  it	  in	  the	  meantime.	  	  So	  you	  never	  know	  if	  you	  were	  the	  last	  person	  to	  do	  it	  (.)	  -­‐	  or	  
you	  seldom	  know	  that.	  	  [To	  Marcia:]	  Did	  you	  notice	  any	  pattern	  to	  it?	  
Ma:	  Not	  really.	   	  But	  I	  did	  like	  sort-­‐of	  being	  able	  to	  change	  it	  and	  say	   'Ooh,	  that's	  new'	  and	  it	  would	  
fade	  away	  and	  change,	  cause	  it's	  quite	  nice	  to	  be	  able	  to	  see	  that	  Family	  moves	  along	  and	  so	  it	  will	  
move	  along,	  if	  you	  will	  change	  it.	  
Yv:	  Deep!	  	  Yeah!	  
 An over-arching feature of the households' shared experiences was that they expected the display to 
change and, more often than not, this had aesthetic and symbolic value for them. 
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As a final point, ambient photo displays that cycle through collections in the curatorial domain were 
found to encourage attentiveness to family photo collections, because they were, in the curators' 
mindset, more visible in everyday life than album or desktop displays.  Another excerpt from Yvonne's 
account illustrates this. 
Yv:	  I	  like	  -­‐	  I	  do	  like	  it	  [Photoswitch]!	  	  I	  enjoy	  it	  and	  it’s	  made	  me	  think	  ‘I’ve	  got	  to	  get	  up	  to	  date	  with	  
the	   photo	   albums	   and	   stuff’,	   because	   we	   do	   look	   at	   the	   photo	   albums,	   but	   because	   they’re	   now	  
getting,	  well,	  wildly	  out	  of	  date,	  you	  know,	  you	  don’t	  look	  at	  them	  as	  much.	  
The Photoswitch deployment motivated Yvonne to keep her family photo collection ‘up-to-date’. 
Sue and Michelle considered the ever-increasing volume of their family photo collections and their 
desire to be able to display a relatively large - and growing - number of significant family photos at 
home.  In the following excerpt, the participants reflected upon the family portrait that they created 
in Study One and its different meaning for them, a year down the line.  The researcher asked them to 
consider "what it means to fix a display as well as change it".  
Su:	  I	  mean	  they	  were	  obviously	  very	  real	  to	  us	  at	  the	  time.	  	  Now,	  moving	  on	  about	  a	  year,	  ...	  would	  we	  
want	  it	  fixed,	  or	  would	  we	  want	  the	  chance	  to	  change?	  I	  think	  we’d	  want	  the	  chance	  to	  change	  them,	  I	  
think.	  …	  [To	  Michelle:]	  What	  do	  you	  think?	  
Mi:	  Probably,	  yeah,	  just	  because	  …	  there	  are	  quite	  a	  lot	  of	  other	  photos	  that	  would	  mean	  just	  as	  much	  
to	  us,	  probably.	  
Su:	  Yeah.	  
Sue made the additional point that family displays should be updated to include contemporary 
experiences. 
Su:	  (T)here's	  more	  recent	  memories	  …	  that	  you	  want	  to	  be	  reminded	  of.	  
These comments drew attention to the value that may be attributed to a device that 'cycles' through 
collections.  Also highlighted was the desire to keep portrayals of family 'up-to-date', to curate a 
dynamic presentation of family in the home. 
For Hisako, the peculiar affordances of Photoswitch forced attentiveness to photos in a novel way. 
Specifically, because she did not know 'if' or 'when' a photo might be displayed again, she used the 
opportunity, in the present time, to engage with it. 
Hi:	  I've	  been	  to	  quite	  a	  few	  parties	  where	  they	  have	  a	  digital	  screen	  display	  -­‐	  you	  know...	  you	  chat	  and	  
you	  know	  'Oh,	  I	  missed	  that	  but	  it	  will	  come	  back	  in	  -­‐	   in	  two	  seconds'.	   	  But	  that	  you	  have	  to	  really	  
make	  a	  point:	  everybody's	  like	  'Oh,	  what	  you	  got	  today?'.	  
In response to her mother’s comment, Julie added that this attentiveness - 'making a point' of looking 
- was enhanced by "(t)he fact it's random as well" - 'it' referring to Photoswitch's display functionality.  
The participants' experiences of the device's digital features generated some interesting insights on 
the meaning of digital versus analogue materiality, to be discussed next. 
8.4.6 Screen Versus Print Display 
The Photoswitch deployment offered all the participants their first experience of a digital photo 
frame and this prompted them to compare print and screen displays.  The phenomenology of the 
digital photo was found to be distinct from that of an analogue, film-based photo and this shaped the 
experience of photo display.  Reflection on this distinction by both the researcher and the 
participants produced insights on digital photographic experiences in the family home and prompted 
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speculation on the requirements of future photoware to support home displays in an increasingly 
digitised home. 
Digital photos, located on the desktop or on a CD, were not 'visible' in the home's material ecology in 
the same way that prints were.  The inaccessibility of digital photos was already been raised as an 
issue following the analysis of Study One, but probed in greater detail in Study Two.  This is largely 
because Photoswitch is a digital photo frame of sorts, and it’s deployment invited novel experiences 
with situated screen displays.153  Reflecting upon their everyday activities outside of the deployment 
period, participants voiced a conceptual block, or separation, between a digital photo's camera or 
desktop display and its ambient display as part of the fabric of home.  For example, Hisako voiced her 
inability to 'join the dots' between the activities of capturing a digital photo and then displaying it 
ambiently.  By means of intervention, the Photoswitch displays were novel in that they somewhat 
collapsed this 'separation'. 
Hi:	   It's	  quite	   interesting	  because	   it's	  something	  that	  we	  haven't	  got	   in	  the	  house	  before	  (.)	  and	  erm	  
(...)	  -­‐	  and	  also	  there	  were	  photographs	  that	  we	  haven't	  seen	  for	  a	  little	  while	  because	  they	  were	  all	  on	  
the	  -­‐	  on	  the	  camera.	  
Hisako said she tended to share digital photos with the rest of her household on her camera.  She 
added that this kind of sharing happened rarely.  Thus, her digital photos sat, 'invisibly', on her 
camera and were not perceived as being available to-hand.  Plus, Hisako didn’t tend to print them, 
nor show them on the desktop after they'd been downloaded.  Her comments resonate with Yvonne's 
comments in the previous sub-section, on the value of Photoswitch as a novel means to open up 
digital collections to ambient display.   
Lara and Caroline voiced something similar when they re-engaged with the 'family portrait' created in 
Study One.  Viewing the portrait again a year on triggered a conversation about the translation of 
photos between digital and analogue forms.  Caroline highlighted that, in response to their Study One 
tasks, they had chosen to bring mostly film-based photos to the table. She noticed that none of these 
photos, though significant, were selected, a year later, for the Photoswitch collections.  The dyad 
then made sense of why this could be. 
La:	  =	  [To	  Caroline:]	  What	  are	  you	  smiling	  for?	  
Ca:	  [To	  Lara:]	  Cause	  it’s	  weird	  that	  we	  didn’t	  pick	  any	  of	  them	  to	  go	  in	  the	  family	  ones	  for	  the	  display.	  
La:	  That’s	  cause	  they’re	  not	  on	  the	  computer,	  isn’t	  it?	  ...	  Cause	  these	  are	  hard	  copies.	  
Ca:	  Ah.	  ...	  Yeah,	  but	  we	  could’ve	  put	  them	  on	  the	  computer!	  
La:	  We	  could’ve!	  
Relevant here is that the notion of digitising 'hard copies' of highly significant photos hadn’t occurred 
to the participants at any point since they were put under the spotlight last year.  When the 
researcher asked if they would do this in the future, Lara thought 'probably not'. 
La:	  I	  start	  to	  get	  blocked	  about	  organising	  that.	  	  It	  seems	  like	  too	  big	  a	  job,	  to	  scan	  and,	  you	  know.	  
Again, the conceptual 'block' was there.  
                                         
153 The reader should be reminded here that Lara and Caroline of Household Four owned a digital photo frame 
prior to the deployment of Photoswitch but have never used it; it remains, at the time of the interview, in its 
packaging.  
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In these two examples, Hisako, Lara and Caroline described the difficulty of visualising how photos, in 
their digital form, translated to the analogue, material ecology of home, and vice versa.  This issue 
can be set in the context of the HCI literature on home networking that was brought into the Study 
One discussion (when considering photos' manipulability and the demonstrability of displays by 
curators).  The transmutability and networkability of photos in digital form made their handling and, 
in turn, their availability hard to visualise. As Lara summarised: "It's nice to have a solid thing and 
know how to get it".  Such thoughts influenced how photos were used in home curation.  
The 'material' distinction between digital and analogue photos was attributed other significances too. 
Staying with the example of the 'family portrait', in dialogue following the extract just given, Lara 
and Caroline further unpacked their different responses to the Study One and Study Two tasks.  To 
them, film photos and digital photos were perceived as 'completely different' artefacts; it made sense 
that screen technologies should be used to display digital photos, whilst picture frames should be 
used for film prints. 
La:	  It	  seems	  hassle	  to	  me.	  	  I	  probably	  wouldn't	  -­‐	  I'd	  put	  printed	  photographs	  in	  frames.	  
Ca:	  Yeah!	  
La:	   But	   the	   digital	   photographs	   I'd	   use	   for	   the	   digital	   display,	   just	   because	   it	   seems	   like	   a	  
straightforward	  thing	  to	  do;	  'That's	  for	  that	  and	  that's	  for	  that'.	  
More to the point, the family's film prints signified a particular historical time because they embodied 
a particular generation of technology and, in turn, digital displays signalled a more contemporary 
representation of family life.  This historicity was tied in with cultural expectations of the different 
mediums and the nature of their display.  Hence, conversion from film to digital and printing from 
digital was seen in many cases to be undesirable, laboured and unnecessary. 
It is important to provide another layer of interpretation here. Contrary to Lara and Caroline's 
account, they were the only household that possessed a digital photo frame prior to the deployment 
and they never used it.  What they said about digital display made sense in light of their Photoswitch 
experience, and followed their real-world experience of the device. 
Certainly, the material (or physical) form of a photo shaped its significance to these households.  
Julie offered some interesting insights on screen displays relating to the temporal framing of photos.  
In Julie's view, the mutability of screen displays influenced decision-making on what to select for 
display. 
R:	  [To	  Julie:]	  You	  said	  last	  week	  that	  you	  didn’t	  mind	  your	  personal	  photos	  being	  on	  there	  so	  much	  
because	  you	  knew	  the	  display	  was	  gonna	  change.	  
Ju:	  Yeah,	  ...	  some	  of	  those	  photos	  there	  wouldn’t	  necessarily	  print	  them	  out	  and	  frame	  them.	  	  But	  I’d	  
be	  more	   than	  happy	  to	  put	  them	  on	  display	  because	  you	  can	  change	  it.	   ...	   	  (S)ome	  of	  these	  photos	  
you	  probably	  won’t	  want	  hanging	   around	  all	   the	   time.	   	   You’d	   could	  have,	   for	   like	   short	  periods	  of	  
time	   -­‐	   like,	   some	  of	   the	   flower	  ones	  you	  probably	  wouldn’t	  really	  want	  hanging	  on	   the	  wall	  but	   it	  
would	  be	  quite	  nice	  to	  look	  at	  them	  and	  then	  change	  it	  when	  ...	  you’ve	  had	  enough	  of	  flowers.	  
The dynamism of the screen mechanisms established a level of significance for the photos that 
differed from that established by the framing of prints.  The upshot was that the content selected for 
Photoswitch (or a class of digital display device) would differ to that selected for print.  
Julie also made the point that Photoswitch's changing displays afforded the representation of 
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'different experiences'.  This was a valued affordance of screen display over print.  The discussion in 
Household One supported this; in Marcia's words, Photoswitch supported the portrayal of 'different 
sides of family' at a single site.  The networkability of digital displays between places further 
supported the coming together of collections and the flexibility of their arrangements.   
The inherent dynamism of the digital displays and the real-time effects produced by manually acting 
on the door - or, in an imaginary scenario, pushing a photo onto display in a particular place - became 
part of a system of evolving social arrangements that was seen to give rise to new ways of seeing 
family and also new social arrangements.  Sue and Michelle drew attention to the sense of 'animation' 
that the changing displays created for them; photos' referents were animated in a way that created a 
sense of presence, of the referent being 'alive'; and the automatic changing of displays afforded by 
digital technology could serve as a valuable prompt to memory and social interaction.  In short, 
screen displays had a different kind of interventional agency; the way in which Photoswitch was used 
by Hisako and Julie's household following the death of their family friend demonstrated this.  The 
dynamism of digital could be problematic, too, and this was bound up with long-standing cultural 
expectations of photography per se and people's attachment to photos as memorabilia.  As Lara 
pointed out, emotional connections to photo-artefacts were confounded by the mutability of screen 
displays: "that's the thing with these photographs disappearing is you're attached to them emotionally 
so (...) it (the deployment) brings all of that into play”. 
Screen displays have peculiar material properties that were valued by participants and these are 
significant to note.  Julie and Hisako appreciated the screen for its luminosity; they perceived the 
image quality to be much better. 
Hi:	  I	  think	  photographs	  looking	  through	  a	  display	  unit	  with	  lighting	  in	  the	  back	  is	  always	  different,	  (.)	  
more	  static.	  
Ju:	  It’s	  much	  nicer,	  isn’t	  it(?).	  
Hi:	  Because	  of	  the	  lighting	  in	  the	  back,	  isn’t	  it(?).	  ...	  	  It’s	  always	  more	  brilliant,	  isn’t	  it(?).	  
Screens also had the potential to display multiple forms of digital media alongside digital photos: 
Yvonne and Cat discussed the possibility of annotating their Photoswitch collections with audio files.  
Lara and Caroline also said that they would like to make the most of the screen real estate by being 
able to browse and select photos at the site of display, and display them in a collage format. 
In sum, it may be said that a number of factors influenced the medium, or format, which was used to 
digital display photos beyond the desktop - that is, screen versus print.  What the technology may 
have afforded for the purposes at hand is one factor, be that ephemerality, or persistence, for 
example.  Cultural and historical associations and expectations of a given medium also influenced 
use.  Connected with this was the history of technology adoption by different generations within the 
household.  Different generations of technology were embraced by different generations of people, at 
different rates and in different ways, all with an impact on home curation.   The accounts also re-
emphasised the material significance of prints.  As Hisako stressed, she would still create prints of her 
'really special' photos. 
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8.5 Study Two Discussion 
The discussion in this section sets out to consider the Study Two findings in the context of the study 
objectives.  To recap, the aims of the study were to: explore the thematic tension generated by 
Study One of ‘home curation' versus teen expression; explore the role that digital display technology 
design could play in family representation; and evaluate use of a novel display technology as a critical 
resource in social psychological research. 
8.5.1 Curation is Enriched by Teen Narratives 
The home’s communal space has come to be recognised as the curatorial domain.  The introduction 
of a separate teen collection into this domain in Study Two provoked mothers and daughters to 
discuss the integration of personal collections and negotiate curatorial control.  Through a dialogical 
lens, this was found to be an enriching experience for the participating dyads in terms of: 
understanding how both mother and daughter wanted to be represented as both part of the household 
and independent of it; creating a shared collection that was mutually appreciated as a representation 
of the household; and understanding the role of the mother-as-curator for family presentation.  In the 
process, the curatorial domain was illuminated as a potentially significant site for teen photo displays 
in addition to other sites such as bedrooms, the web and personal devices. 
The achievement of mother-daughter consensus is, perhaps, a surprising finding given the 
intergenerational conflict reported in previous studies of domestic technology use (Mesch, 2006).  In 
such studies, parent-child conflict is seen to largely stem from parents’ lack of technical expertise 
with digital technology relative to their children.  However, in this Study Two there was no significant 
relationship between technical expertise and conflict because people's interaction with Photoswitch 
and its content does not require such expertise: Photoswitch was introduced to homes as a novel 
device; photos were loaded onto the device by the researcher; and parents and teens were given 
equal opportunity to learn its functionality.  Consequentially, technical expertise was not raised as an 
issue.  As Sue pointed out, curators’ sense of self-efficacy when using the mechanical switch was 
greatly appreciated.154  It is also worth pointing out some subtleties in the correlation between the 
teen as 'the family computer expert' and intergenerational conflict.  In his studies, Mesch 
distinguished factors that affected the nature of conflict, reporting less intergenerational (mother-
teen) conflict with teenage girls than boys, when the parents of households were relative computer 
novices, and when the parents were 'highly educated' (ibid, 485).  This chimes with the Study Two 
findings.  All the teens were girls, and their mothers were well educated.  Yvonne and Lara were 
relatively computer savvy and experienced greater conflict with their daughters than the mothers in 
the other households. Mesch suggests that parents who are "novice computer users" establish power 
relations that are "based on cooperation" (ibid, 490).  This idea chimes with observations such as Sue's 
reliance on Michelle' for doing digital photowork. 
Constructive conflict 
Also, the finding concerning the achievement of consensus contributes to a growing body of empirical 
                                         
154 See section 8.4.5. 
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work in the social sciences that shows how mother-daughter conflict can have positive and 
constructive features and outcomes.  In their studies of mother-adolescent conflict, Holmes et al. 
(2008) have established a relationship between mothers' epistemological beliefs and experience of 
conflict with their teens. To conceptualise a relationship between epistemology and parental 
interaction, the authors draw upon a particular framework of epistemology that articulates five, 
distinct 'ways of knowing': 'Silenced knowing', in which people are 'voiceless' and 'unable to learn'; 
'Received knowing', in which knowledge is passed from an 'expert' to a 'novice'; 'Subjective knowing', 
in which knowledge is personal and 'incommunicable' to others; 'Procedural knowing', in which 
knowledge is communicated using 'systematic procedures'; and 'Constructed knowing', in which 
knowledge is conceived of as a 'human construction', that is 'dynamic' and 'evolves' (ibid, 563).  These 
five ways of knowing have been conceptualised, after Bond et al. (2000), in a developmental 
sequence, so that Silenced and Received ways of knowing are understood to be less epistemologically 
complex than Subjective, Procedural and Constructive ways of knowing.  Such views of knowledge 
have also been associated with the Authoritative styles of parenting that were outlined in the Study 
One discussion (Ricco and Rodriguez, 2006). 
Holmes et al. (2008) establish that, because mothers' epistemologies affect their parenting practices, 
they will also affect teen experiences - and perceptions - of parental interaction.  The authors report 
empirical findings that mothers with Procedural or Constructed epistemologies had more 'positive' 
views of conflict and experienced less 'intense' conflict than those with 'Received' perspectives.  Also, 
teens of mothers with Received perspectives had more negative views of conflict: "they were more 
likely to describe feeling silenced and less likely to describe mother-adolescent disagreements 
characterised by mutuality and collaboration" (ibid, 580).   
The authors inter-relate the influence of educational institutions (and other broader socio-cultural 
constructs of knowledge) with their findings. They consider the social expectations fostered in 
contemporary Anglo-American education that promotes Procedural or Constructed ways of knowing: 
as teens in these environments move through school, they are increasingly expected to understand 
multiple views of the world, adopt a critical stance, and negotiate with others in the voicing of 
opinions.  This construct is in line with Harter's (2003, 1999) perspective on self-development, 
whereby the developmental goal to distinguish and integrate multiple selves. 
Holmes et al. use their findings to inform conflict management strategies. They draw from Goldberger 
(1996) to suggest that the Constructed perspective is the most effective for conflict resolution.  
Adopting a Constructed perspective, the mother acknowledges the relative positioning and contextual 
situatedness of her teen's 'view' versus her own, and is flexible in her interpretation of the conflict - 
it's nature - and flexible in her approach to its handling.  Holmes et al. (2008) emphasise the 
epistemological complexity of the Constructed perspective, given the multiplicity and flexibility of 
the mother's positioning. They go on to suggest that interventional programs for family conflict 
management could encourage parents to consider alternative and multiple perspectives when making 
sense of intergenerational conflict. In their view, positive relations depend upon an interpretation of 
conflict as an opportunity for gaining new understandings rather than a threat to maternal authority; 
and interventions could be made to promote epistemological ‘growth’ in mothers towards this end by 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
8. STUDY TWO: PART II 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
259 
fostering intrapersonal and interpersonal dialogue (ibid, 584).  Consequentially, such interventions 
are seen to foster self-worth in teens.  These suggestions are aligned with Bakhtin’s theory that 
engagement with different and conflicting perspectives can enrich personal experiences (Bakhtin, 
1993).  By making links between Constructed ways of knowing and education, Holmes and colleagues 
also imply that that the achievement of maternal dialogical thinking around conflict is more likely 
with the particular cultural background and socio-economic status that the Study Two participants 
have.  This might partially account for the minimal intergenerational conflict reported in Study Two. 
Similarities can be observed between the psychological interventions put forward by these authors 
and the function of Photoswitch as a critical design intervention.  Photoswitch has, arguably, enabled 
the achievement of dialogical understanding by offering a platform whereby the decision to display 
particular photos is opened up for discussion.  Photoswitch’s functional features structured the 
dialogical exchange that ensued between mothers and daughters.  In particular, the door feature 
served as a positive constraint for coordinating and evaluating multiple perspectives of self and family 
at one site.  This encouraged curators to consider collaborating ‘more‘ with their children and vice 
versa.  Thus, Photoswitch was agentic in showing how home curation may be enriched by teen 
narratives. The dialogical understanding of conflict that the authors describe, and that which 
Photoswitch catalyses, might be referred to from here on as 'constructive conflict'. 
Juxtaposing dynamic displays 
In order to reflect on the mediating role of technology design in the Photoswitch experience, it is 
worthwhile pointing to theoretical uses of Bakhtinism in HCI, first set out in Chapter Two.155  
Specifically, the value of the Photoswitch design for integrating curatorial and teen voices can be 
understood using McCarthy and Wright's (2004) framework, in which technology use is conceptualised 
as aesthetic experience. 
Seeing	   technology	   as	   aesthetic	   experience	   requires	   that	   we	   see	   boundaries	   between	   humans	   and	  
technology	   as	   constituted	   by	   the	   dialogical	   relations	   sustaining	   them	   and	   that	   we	   see	   human-­‐
technology	  relations	  as	  always	  open	  and	  becoming.	  (Ibid,	  77-­‐78)	  
This extract, first presented in Chapter Two, can now be related to the Photoswitch experience to 
reveal its aesthetic qualities.  Echoing the authors' statement in broad terms, accounts showed 
participants' relationships to Photoswitch shifting and developing over the course of its deployment, 
and through social interactions that mediated use. 
The dialogical relations expressed in these accounts can also be related to the authors’ threads of 
experience.156  The significance of the Photoswitch collections came to be understood through 
embodied interaction with the device.  This includes the forceful sliding of the door to remove a 
photo (Yvonne and Cat), or temporary engagement with a referent via its presence and disappearance 
(Sue and Michelle).  These forms of direct, multi-sensory and pre-reflective engagement with 
Photoswitch evoke the Sensual Thread of experience.  A sense of moral accountability directed 
instances of use and in-display triaging, evoking the Emotional Thread.  This emotional 'colouring' of 
action was highly contextual because individuals were accountable to particular others at particular 
                                         
155 See section 2.2.1. 
156 See section 2.2.2. 
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times. 
Screen technology configures the temporal dimension of photo displays in a different way to print 
because of the inherent dynamism of digital imaging. The ‘threads of experience’ may also be 
related to the temporal framing of expression in Photoswitch use.  The Photoswitch design simply 
accentuated this to afford mother-daughter dialogical exchange. The Spatio-Temporal Thread and 
Compositional Thread are evoked when considering, in turn, how Photoswitch structured turn-taking 
activities for displaying the twinned collections, and how narratives were created to make sense of 
the displays' temporality.  
The temporal dimension was particularly significant to the teens when territorialising Photoswitch. 
The door feature proved to be useful for fostering dialogical understanding because it literally inter-
connected the regions so that one was shown in place of the other, and vice versa.  The point is that, 
by adopting a different perspective on their family, the members enriched their understanding of 
what their family meant to them. Building upon the insight provided by Holmes and colleagues, 
above, even if the voicing of different viewpoints produced conflict in Photoswitch use, it also 
produced an inter-subjective ethics that forged epistemological growth (hence notion of constructive 
conflict).  It may be argued, further, that the material framing of the twinned collections, and the 
talk and consensus produced though their handling, made for an aesthetically rich experience. Talk 
on difference led to a somewhat surprising finding, the achievement of intergenerational consensus.  
The mothers demonstrated trust towards their teens, whilst the teens were intuitively concerned 
with what they should show in the curatorial domain, consciously filtering collections.  Both parties 
expressed what Bakhtin describes as an inter-subjective ethics towards the collective portrayal of 
family. 
Despite these findings on constructive conflict and intergenerational consensus, members' investment 
the portrayal of family differed between the generations.  Further scrutiny of teen perspectives 
revealed a complicated sense of accountability.  The teens had outlets for displaying personal media 
at home other than Photoswitch in the curatorial domain.  Aside from their bedroom walls and doors, 
teens could connect out of the home to online domains.  Online, the parent-teen power relations of 
the home did not apply and teens were at liberty to display what they wanted, to audiences of their 
choosing.  Given this, the curatorial domain was expressed as one of many domains for personal 
expression, and one that was relatively constraining. The teens’ main motivation for creating home 
displays was to communicate something of what they were doing to the rest of their family. 
Reflecting upon opportunities for configuring situated display technologies at home (O'Hara et al., 
2004, Rogers and Rodden, 2003), there may be value in opening up multiple, dedicated photo display 
regions to the curatorial domain.  This idea of dedicated channels is sparked by teen accounts 
describing the value placed upon having a physical region on Photoswitch to inscribe their identity 
alongside their parents.  Speculating on the design space under investigation, regions could ‘channel’ 
and juxtapose the dynamic display of individual members’ personal photo collections at a single, 
communal site.  Regions could be designated on a (vertically-orientated), fixed screen, akin to 
electronic whiteboard.  By having their own part of a larger screen 'real estate', teens could be 
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metaphorically included as 'part of their family', a desire that was strongly expressed in both Study 
One and Study Two.  The visual effect of the screen would be akin to a collage of photos, an 
arrangement that was found to be appealing in both studies. 
This configuration could signal a conceptual shift in thinking about product-orientated tools for the 
photographic representation of family, away from devices that afford a monological narrative via, for 
example, the family photo album, and towards a more dynamic and participatory family ritual.  
Importantly, if a product concept drew upon the interaction aesthetics of Photoswitch’s interface, 
then the negotiation of ‘how’, ‘what’ and ‘when’ content is to be displayed through these channels, 
and the relative size, brightness or duration of photos, should be left in the hands of the family-at-
large, to manage at the site of display. The Photoswitch door served as an efficacious manual 
mechanism for expressing Veto and it is possible that the introduction of a similar mechanism in a 
product concept, for manually changing displays and triaging content, would be valued.  These 
considerations will be developed further in the final chapter. 
Because it remained necessary for the content displayed at a communal site to be curated to some 
degree, issues voiced by mother-curators’ concerning their technical expertise and unfamiliarity with 
digital display technology must be re-emphasised as a key consideration in the design of an interface 
with the configuration just described.  As already discussed, the issue of technical proficiency was 
somewhat bypassed in the course of actual Photoswitch use, because collections were placed on the 
device by the researcher and the door feature provided a simple interface for changing the displays.  
However, the issue was voiced in the interviews, and the researcher and participants concluded that 
accessibility and usability is key for establishing dialogical exchange, including constructive conflict, 
between the generations.  To conclude this section, it is suggested that an inclusive design approach 
is required to engender universal control of the technology within the household. 
8.5.2 Situating Displays Affords Personal Control 
The placement of Photoswitch in the curatorial domain was found to influence its use for coordinating 
the salience of various family representations.  This provoked the Study Two dyads to envision, in 
hypothetical terms, the kinds of additional, personal expression that could be afforded by situating 
photos in alternative places at home.  Their speculations communicated: the significance of personal 
space to teens and communal space to the curator; and, paradoxically, the significance of physical 
and semantic boundaries for forging intergenerational intimacy and affinity.  The discussion now turns 
to discuss, in greater detail, their expressions about the meaning of place and its delineation. 
Particular configurations of photo ownership, distribution and arrangement were established at 
interview for rendering physical and semantic boundaries, producing the notion of ‘personal’ versus 
‘general’ devices for teen bedrooms and the curatorial domain respectively.  Although preferred 
configurations are not necessarily generalisable, it is clear that each household drew upon place and 
its material ecology to envision its own system of displays, both in a real sense using Photoswitch and 
also in a hypothetical sense by creating imaginary scenarios of distributed, networked devices in the 
brainstorming exercise.  A central feature of each account was the personal control that was 
advocated by place and its boundaries over who sees what where and when of collections.  Accounts 
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also revealed the subtle tensions that relate to the contextual meaning of photos and the sometimes 
contentious editing of personal collections. These tensions rendered boundaries, at times, semi-
permeable. 
Building on these insights, display products with networking potential could harness the dynamism 
inherent in digital imaging to afford contextual accessibility to photos at multiple sites, across 
physical and semantic boundaries.  In design terms, this essentially means supporting an individual’s 
creation and situated manipulation of multiple personal collections, which could be actively 
combined and recombined with other people’s collections within and beyond the household.  The 
notion of a device ecology for networking multiple photo collections across multiple, devices that are 
physically distributed across the whole home, was explored in the design exercises of Chapter Six, but 
only as a preliminary foray.  The idea may be revisited at this point, but with attention focussed less 
on the possible form and function of specific devices and more on broader design considerations for 
supporting people's subtle choreography of the aforementioned boundaries. 
Location-dependent display systems 
The significance of place for coordinating 'personal' and 'general' displays may be related to literature 
on situated displays that, more generally, emphasises the significance of place for managing digital 
media in the home. Elliot et al. (2007b) have drawn attention to the way in which the configuration 
of the desktop computer in the home - often dubbed the 'family computer' - constrains displays to a 
single, fixed location and doesn't support how people leverage the home's artefactual ecology to 
communicate.  The configuration of 'the family computer' in Study Two households is aligned with this 
observation; the management and display of the family's digital photo collections was tied to 
wherever the family computer was located.  To be displayed somewhere else, digital photos were 
either printed, moved between personal computers using a USB data key, or transferred onto a CD, 
and these activities were rarely done.  Picking up on the observations of Elliot and colleagues, it 
makes sense to think about how design could better support the move of photo displays beyond the 
desktop.  As explicated in the findings of both Study One and Study Two, the ecological handling and 
manipulability of photo displays was found to be crucial for home curation and domestic order. 
Elliot et al. introduce the idea of 'location-dependent information appliances that serve to "enhance 
to role of ambient displays in the home setting" (ibid, 151).157  Some key features of their proposal 
can be drawn upon here to make sense of the Study Two findings.  Drawing on the Ubicomp paradigm, 
'information appliances' leverage the inherent dynamism of digital imaging: both the displays and the 
devices are conceived of as being highly flexible in functionality and purpose. An appliance can be 
customised to allow different kinds of digital content to be displayed at different times, affording 
personalised displays.  The authors present a 'technical infrastructure' for networking these 
appliances and, in order to concretise their proposal, the authors report prototyping activities that 
leveraged location aware sensor technology and wireless data networks, along with hardware that let 
prototyped appliances recognise their locations.  Software was also developed to 'dynamically map' 
information 'sources' onto the appliances, and a number of system components were coined for 
                                         
157 See section 2.4.1 for an overview of HCI studies on networked home displays that includes work by Elliot and 
colleagues. 
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transforming digital information from its source. 
The authors conceived of the ‘streaming’ of content between locations, which may be identified with 
a 'data stream tag' associated with a personal, hand-held 'information card’.  If an appliance has a 
tag-reader and the information card is brought to the appliance, then it can display a particular 
representation.  Similarly, if a tag is associated with a particular location, then an appliance with a 
built-in reader can display a particular representation when placed at that location. The main 
principle behind the system the authors devised is that it affords great contextual flexibility over 
what could be displayed when and to whom.  The authors recognise its potential to enable the 
programming of time-based changes to displays for choreographing the automated change of displays 
in accompaniment to manual action.  In relation to the Study Two findings, this programming 
potential would somewhat establish the notion of temporal framing as an interaction aesthetic that is 
peculiar to digital photo displays.  
The concept of location-dependent appliances provides a useful foundation upon which to develop 
the Study Two findings.  It has been established that each household would ideally like multiple 
personal devices for displaying the photos that they want to see in particular places.  These display 
devices could be conflated with the information appliances.  One configuration, suggested by the 
participants, would be to associate a household member with a device, so that they could call it their 
own. A new collection could be created on the device that brings together photos from multiple 
collections.  Also, by using a network connection or by directly interacting with the device, personal 
selections for the device could be edited as-and-when, or made inaccessible by those that made 
them.  One may speculate that, in this configuration, the device could be imbued with significance 
relating to its form or arrangement, or to something like ownership.  It could also be moved around 
the home for effect.   
One might propose another configuration in which photos are associated with a personal, portable 
object.  This could be any object that a location sensing tag could be attached to.  The ‘information 
card’ could be reconceptualised as a token that is associated with its owner's personal collections.  
When the person puts the token in contact with a display device, associated collection could be made 
available for display. Via use of the token, people could effectively territorialise the display device. 
Photos selected from members' personal collections could be associated with a particular device.  In 
this configuration, display devices would be networked to a server. There are a couple of other 
design-orientated studies, worth noting here, that have explored the idea of tagging objects in this 
way.  Rather than conceiving of dedicated information appliances per se, Nunes and colleagues (2009, 
2008) have used location-aware sensor technology to associate photos with existing, ad hoc 
memorabilia.  Functioning like the tokens just described, tagged memorabilia can be brought into 
contact with a display device like a television screen to display photos.  This memorabilia may, 
however, be less portable than an abstract token.  Petrelli et al. (2010, 2008) and, earlier, van den 
Hoven (Van den Hoven, 2004) have explored similar design ideas, altogether demonstrating the 
possibilities for expression that are afforded by associating a set of photos with a single, physical 
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object.158 
In another configuration, photos could be associated with a place, tagged for display in particular 
locations in the home, including 'places' in the home’s digital domains. This would afford the curation 
of what gets 'called up' when browsing in a particular place.  Displays of photos could be controlled 
remotely, and the content of collections distributed extensively.  The notion of displays being 
encrypted according to place in this way is an interesting discussion point to be elaborated in the 
final chapter. 
The various configurations raise interesting questions about the ownership of photos, and their 
duplication and distribution.  The question of how householders may handle each other’s photos 
across a display network would most likely be subject to negotiation and discussion.  Presumably, this 
would not be without intergenerational conflict, but, as the Photoswitch experience showed, this 
conflict might well have constructive features.  However, given the particularities of Photoswitch and 
its deployment, it is hard to speculate about the nature of mother-teen conflict in a scenario whereby 
a display network extends beyond the home environs. 
This section has explored spatial boundaries between general and personal displays and the role of 
place and materiality for establishing those boundaries.   The discussion has considered how design 
might support the integration of personal and general displays, and how a system of networked 
devices might be configured - as an alternative to, or in addition to, the configuration of collaged 
channels.  Various scenarios highlight how meta-data that may be used to carefully choreograph what 
gets shown to whom and when, across physical and semantic boundaries.  In an embodied 
interactional sense, digital tagging may render digital photos highly manipulable within the home's 
artefact ecology. Elliot and colleagues have provided a conceptual foundation from which to develop 
these ideas and automate part of this choreography.  
8.5.3 Dynamic Displays are Valued 
The manual and automatic functionality for changing the Photoswitch displays provoked discussion 
about the dynamic nature of presentations, not least because the control of displays was distributed 
between the household and the device itself.  ‘Addictive’ and ‘compelling’, the door feature and 
photo-fading behaviour invited change, conflict, play and negotiation, which created attentiveness to 
collections.  In sum, the manual and automated control mechanisms for changing displays, together, 
produced: familiarisation with content of collections; a large number of significant family photos; 
personal favourite photos; contextual presentations of self and family; serendipitous encounters with 
photos; and expectations of change.  Participants valued these phenomena for supporting 
intergenerational expression and constructive conflict. 
Indeed, these phenomena may be used to make sense of two notable requirements unfulfilled by 
Photoswitch: to browse multiple photos quickly at the display site; and to retrieve a ‘favourite’ photo 
at the display site.  These requirements are now taken as a point of departure for discussing the use 
of metadata and tagging in systems where the manual selection of photos is accompanied by 
                                         
158 See section 2.4.5 for an overview of HCI studies that explore augmented mementos. 
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automated selection.  
Tagging systems 
Tagging information with textual labels is a way of, not simply annotating photos, but also for 
programming photos' automated handling.  In principle, tagging offers a potentially powerful set of 
expressive resources for choreographing photo displays in and beyond the home.  This includes 
organising content for display as well as displays' actual temporal and situated framing.  Tagging may 
be leveraged by location-aware sensor technology, in ways just described.   
Tagging has recently been taken up as a powerful method of classification within computer-
programming languages.  Tagging applications offer new organisational structures for photo 
collections, with implications for browsing and retrieval.  Before the widespread take-up of Web 2.0 
applications, digital photos were typically stored in desktop or web server directories - a hierarchical 
structure of classification (in which there is a certain, correct way to classify digital information).  
Web 2.0 facilitates non-hierarchical structures of classification, afforded by tagging; a piece of digital 
information, such as a digital photo, may be labelled with many different tags, with no 'correct', 
single way to classify it.159  Hence, tagging, along with the systems of collaborative input it affords, 
enables relative flexibility in search (browse and retrieval) mechanisms.  It allows people some 
control over who sees what and when of content, and how their content is shared.  In the context of 
the current project, the notion of tagging implies that single photos could be attributed multiple 
meanings and searched for, by different people, using a multiplicity of criteria.  Tagging could be 
harnessed to support the portrayal of multiple voices at home, across an ecology of networked display 
devices. 
A number of HCI studies have explored the potential of tagging software (some of which have been 
outlined in Chapter Two), as a means to address pragmatic concerns for handling exponentially 
growing digital collections.160  Some researchers have leveraged the inherent flexibility of tagging to 
prototype photo annotation systems that work across networked display devices (Tomàs et al., 2009, 
Sigurbjörnsson and Zwol, 2008, e.g. Ahern et al., 2007).  To illustrate, Ames and Naaman (2007) have 
carried out empirical studies on the use of such a system implemented via a camera-phone 
application called ZoneTag, and Flickr.  On Flickr, a user can manipulate privacy settings to specify 
who sees what; they can also annotate photos (in a traditional sense) by creating textual captions; 
and, unique to Web 2.0 applications, they can also assign tags as textual labels.161  Of significance to 
this discussion is that the ZoneTag textual labels are also automatically categorised according to 
contextual metadata about how the tag was assigned, where, when and by whom.  These categories 
are put to use by the camera-phone application when it gives people the option to manually create 
new tags, simultaneously offering them suggestions based on categorised information that has been 
automatically generated from previous tagging activity within social networks. 
                                         
159 This is empitomised by folksonomies, systems of classification that result from the collaborative act of tagging 
content that is shared online.  See Pink, Daniel H. (December 11, 2005). "Folksonomy". New York Times. 
http://www.nytimes.com/2005/12/11/magazine/11ideas1-21.html. Accessed on 24 July 2009. 
160 Some of the studies referenced in this section are technology-led (rather than being motivated by socio-cultural 
questions), and are not focused on the home per se, but nevertheless produce insights on social engagement that 
can be taken forward in the current project. 
161 ZoneTag enables people to assign textual labels to photos in the same way that they can on Flickr. 
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Relevant to Study Two findings is that the flexibility and sociality of tagging expressed in the ZoneTag 
example raises new management issues.  Ahern et al. (2007) point out that the ability for networked 
systems to log tagged photos creates a potential threat to individual privacy.  Suggesting that people 
don't always know what can be revealed about them by such systems, the authors advocate 
applications that provide feedback about the aggregation of tagged photos and their distribution, by 
the owner and others.  This might, they suggest, give people insight into how to better manage 
tagging and privacy. 
Proactive displays 
Tagging has also been explored in relation to large, situated displays.  A new class of situated devices 
is emerging called proactive displays (McCarthy et al., 2002, McCarthy et al., 2008, Congleton et al., 
2008).  Relating to the networking potential just discussed, a proactive display device automatically 
detects when particular people are in its vicinity and displays media that is personalised for their 
viewing. Personalised media can be sourced from many different platforms, such as social network 
sites such as Facebook or local desktop directories.  Again, metadata about place and time is 
leveraged using tags.  This class of display was originally developed for conference presentations, 
whereby the media was intended for presentation by a nominated person to a nominated audience 
(McCarthy et al., 2004).  In this scenario, the roles of Presenter and Audience, and the purpose of the 
presentation, are all relatively well defined.  However, the deployment of proactive displays in other 
contexts such as the home raises questions concerning the nature of the presentation-presenter-
audience relationship, with implications for expression through the technology. 
Congleton et al. (2008) foreground such questions.  They point out that a photo's meaning is enacted 
in a particular dialogical exchange; for example, what a photo might communicate on a personal 
Flickr site might differ to what it communicates on another display platform.  They invite the 
question of intentionality: what is the media to-hand supposed to be communicating?  What are the 
power relations between Presenter and Audience?  The authors point to the social order within the 
audience and wonder if and how this order is to be reflected in the salience of displays, as automated 
by the system; ‘who’ should be taken into consideration by the system when automatically deciding 
what to display. They propose a model for programming proactive display applications that includes 
the capability to sense who is in the vicinity, and who may be prioritised in relation to content (ibid, 
224). The rationale behind their proposal is that sensing mechanisms should be flexible and 
adaptable, and the system must empower the person using it, or personalising it.  At some level, in 
order to personalise the system, its users must essentially take on a programming role. 
Studies on proactive displays inform the current project by showing how it is possible to automate 
photo displays with a considerable degree of contextual awareness.  This informs broader reflection 
the design space under investigation.  The studies also reveal a tension between the management of 
this automation and the manual control of displays, with implications for self and family 
representation.  Suffice to say that automated features of a networked display system would have to 
be designed with intelligibility and manipulability in mind, which appears to be no mean feat given 
the mixed levels of computing expertise expressed within family households.  As Study One showed, 
technical proficiency establishes its own set of power relations.  A key design consideration, 
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therefore, is to recognise, not only that a system could be programmed to reflect power dynamics 
within a setting, but also that the programming of system features would almost certainly affect the 
household's power dynamics because these are mediated by technical proficiency.  Manual control is, 
it seems, a necessary complement to automation and, also, the programming of automated features 
must be approached to bridge the ‘generational digital divide’ (Byron, 2008).  This tension shall be 
discussed further in the final chapter. 
These insights can be related back to the Photoswitch experience.  Accounts of Photoswitch use drew 
attention to the relevance of ‘ownership’ and ‘audience’ as classification labels to use in addition to 
existing meta-data, for ‘retrieving’ digital photos at a given display site.  Further to this, the ways in 
which criteria like ‘ownership’ and ‘audience’ were searched for on Photoswitch were seen to depend 
on the nature of the device and where it was situated.  This implies that, as digital photos are made 
available beyond the desktop, interaction designers must be sensitive to how such criteria can be 
thought of differently by different users and in different places.  Moreover, accounts also showed that 
the search for photos using digital tags is not something to be simply automated.  Despite the 
complexity afforded by novel programming models such as the one just outlined, Photoswitch use 
showed that the decisions and negotiations made on the act of photo display were given high 
importance.  New display devices may assist in the process of selecting content for display, but they 
should also leave room for joint decision-making and what has been referred to above as in-display 
triaging.  
A further observation can be made about the dynamic nature of displays and the distribution of 
automated and manual content selections.  In Photoswitch use, the participants wished to select 
‘favourites’ from two pre-edited collections.  Over the course of the deployment, participants 
became familiar with the content of each other’s Photoswitch collections, partly through via their 
ambient, automatic display, partly through others’ manipulation of the displays, and partly through 
participants’ own direct manipulation.  This suggests that participants’ memories for photos in the 
two collections were, to some extent, being continually rehearsed through their ambient engagement 
with Photoswitch. 
A number of implications follow from this.  First of all, people's familiarisation with the content may 
have been closely related to the size of the collections that were cycling on Photoswitch and the 
duration of the deployment.  The device only displayed two small collections, each containing 
approximately 12 photos.  It is quite possible that individual photos would not obtain the same 
accounts of use (or interaction histories) if the collection had been considerably larger.  Also, the 
deployment in Household One was considerably longer than deployments in other households, three 
months as opposed to a couple of weeks, and, in Yvonne and Cat accounts, rich narratives emerged 
around individual photos and their handling that were absent in other accounts.  It is also worth 
pointing out that, during the deployments, the two collections were not edited.  Following from this, 
one might speculate that people's familiarisation with photos (and, in turn, their triaging activities) 
would be affected by the ongoing and dynamic editing of collections, (of their size and temporal 
framing). 
Again, the nature of editing and re-editing collections, and the scale of the collections that a system 
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is connected to, would impact upon decisions for automating displays.  This raises broader questions 
concerning the nature of the community that the displays are intended to engage (in and beyond the 
home and the household).  Thinking about how the collection and its audience may change over time, 
there is something to say about archiving, too: the collection is not simply 'dynamic'; it is growing 
with the family. 
People's familiarity with the Photoswitch content was also found to be significant when comparing the 
search and retrieval requirements outlined here to those that may take place at the desktop 
computer.  A recent study of desktop ‘photowork’ highlights the apparent lack of ‘directed searches’ 
for photos (Kirk et al., 2006).  One could speculate that the situatedness of Photoswitch produced 
ambient experiences with photos that have broader implications for search and retrieval 
requirements on standalone display devices situated beyond the desktop.  Recalling the design 
scenarios outlined in the previous section, one could envisage different levels of engagement with 
display devices that are distributed across the home: it might be that walking up to a device search 
for a favourite is both a very different experience and a very different expression, to browsing at the 
desktop.  Suffice to say, the potential difference between search and retrieval activities on the 
desktop versus beyond it would be interesting to explore further in future studies.  
8.6 Study Two Conclusions 
An edited summary of the Study Two findings is reported by Durrant et al. (2009b).  Whilst addressing 
the study aims, the discussion in the previous section also addressed some of the broader concerns of 
the project.  Before moving on to document the final empirical study, it seems appropriate to frame 
the findings from Study Two within the main project aims.  These include: understanding the role of 
photography, as a tool and as a practice, in the contemporary representation of family; 
conceptualising the dialogical self by studying the practice of family photography; designing 
photographic display devices for family homes; and developing an inter-disciplinary methodology for 
doing research-orientated design.  The line of inquiry for the remaining chapters will be framed in the 
course of addressing these concerns. 
8.6.1 Pragmatic-dialogical View on Family Representation 
Study Two findings contribute to discourse on the social psychology of experience (Middleton & 
Brown, 2005).  Specifically, they contribute to an understanding of photo display in the family home 
as a means to conceptualise selfhood from a pragmatic-dialogical perspective.  One aim of the 
current project was to illuminate the dialogical self 'in the wild': to use psychological theories of 
selfhood derived from Bakhtin's work as a framework for understanding everyday power relationships 
within parent-teen relationships; and to develop a phenomenological account of the dialogical self 
that illuminates some of its features.  Family photo display has offered a medium through which to 
explore this. 
Intergenerational dialogue 
Accounts of Photoswitch use have prompted a discussion about the nature of intergenerational 
conflict and how it is played out in embodied interaction.  The phenomenon of constructive conflict 
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has emerged as a reflection of the dialogical self, played out in the handling of Photoswitch content 
and the integration of mother and teen collections.  Reflecting on the current literature on location-
dependent displays, constructive conflict has been shown to have implications for the design of 
situated display devices for the family home.  Interestingly, Photoswitch use has proven to be a 
positive intervention in the sense that it has fostered dialogical understanding between mothers and 
daughters.  Relating this finding to the literature on 'epistemological growth' and linking this back to 
Harter's (2003, 1999) account of the developing self has proven fruitful for making a case for the 
design of display technology that supports constructive conflict between mothers and daughters. 
Family photography 
Another aim of the project was to explore the representational uses of photos within the family home 
and invite reflection on the nature of contemporary family photography.  Study One explored how 
family photography is being democratised through its digitisation, and how this trend is embraced by 
parents and teens participating in family photography.  Critical reflection on Study One revealed 
conceptual problems with using Giddens notion of a 'pure relationship' to conceptualise democracy 
within parent-teen relations and familial integration. The notion of dialogical understanding (affinity) 
was subsequently adopted for Study Two to further explore the potential integration of 
intergenerational portrayals. 
Study Two has probed this integration in two main ways: (i) in terms of representation (practice); and 
(ii) in terms of digital display technology (tools).  Photoswitch was designed to explore this 
integration by situating and juxtaposing intergenerational collections. The provocative twist in the 
design was to introduce the door to constrain people's viewing of both the juxtaposed collections at 
any given time.  This feature was intended for exploring some affordances of screen technology, such 
as the inherent dynamism of digital displays, and some phenomenological features of these displays, 
such as their ephemeral and liminal nature.  By engaging with these affordances and features, it was 
hoped that participants would engage with an emerging innovation space of situated digital displays, 
and think about how new tools might support contemporary family photography in new ways. In broad 
terms, digital display afforded the representation of multiple identities. 
Accounts of use reveal a desire for intergenerational collaboration towards the integration of 
household collections.  Mutual interests and responsibilities were expressed for representing family.  
Key for integrating collections is, paradoxically, the drawing of physical and semantic boundaries.  
The ownership and territorialisation of domestic space was of central concern to teens because they 
were in pursuit of autonomy.  Towards this end, participants described carefully composing their 
Photoswitch collections, omitting personal photos of their life outside the family.  In response, the 
mothers demonstrated considerable trust in their teens and supported teen privacy.  The politics of 
mother-daughter affinity was understood in relation to the phenomenon of constructive conflict and a 
perspective of representation that embraces multiple, dialogical perspectives. 
The Photoswitch deployment has highlighted the significance of place for integrating multiple 
household collections.  Talk about teen autonomy and privacy has underpinned speculation on an 
innovation space of networked, digital display devices.  Ecological concerns for how these devices 
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may be placed the home and configured for use have re-emphasised Study One findings on the 
embodied interactional ways that people coordinate the salience of various representations. 
A criticism of the study is that teen photography turned out to be somewhat under-represented in the 
interviews, because teens did not want to make their mothers privy to much of their life outside the 
family.  Hence, teen practices and voices were not illuminated by the deployment in the same way 
that mother’s practices were.  Questions remained in the aftermath, on how teens use photography 
to engage in self and family representation, at home, alongside their parents, and were addressed in 
the final empirical study. 
Designing display devices 
Participants' reflections on Photoswitch functionality generated a number of insights for handling 
digital photos at their site of display, which may inform broader understandings of interface design 
requirements for HCI.  A key insight is that the significance of photo display is negotiated within 
dialogical exchanges.  Moreover, photo display is negotiated between things as well as people, 
including people's surrounding environs and the device itself.  The inherent dynamism of digital 
imaging and the potential to automate digital displays are seen as positive features to be drawn upon 
in this respect. 
Broadly speaking, Photoswitch served as a thinking tool for exploring the notion of a digital device 
ecology, which leveraged the home's material ecology to display digital photos beyond the desktop.  
More specifically, Photoswitch use provided insight on how photos may be selected for display across 
distributed devices, and the technical infrastructure required to support that selection process.  A 
key finding is that, whilst a display device could automatically select content for display in a given 
context, this content may well be subject to manipulation and contestation on the fly, and in situ.  
Considerations for design, based on this insight, have been tied into current HCI literature on photo 
display.  Design frameworks for location-dependent display systems proactive display systems have 
provided a basis for ideation.  Similarly, the potential of tagging systems has been explicated as a 
means to support multiple, dynamic representations of family.  An important consideration to be 
taken forward in the remaining chapters is how control over displays on a device might be distributed 
between the system and manual interaction. 
8.6.2 Pragmatic-dialogical View on Research-orientated Design  
A methodological aim to the project was to couple Social Psychology and Interaction Design in inquiry 
to contribute to an emerging HCI discourse on Experience-centred Design (Wright and McCarthy, 
2010).  This interdisciplinary endeavour sought epistemological compatibility through phenomenology 
and the adoption of a pragmatic-dialogical approach to empirical work, one that embraced Reflective 
Design methods (Sengers et al., 2005).  The incorporation of Photoswitch as a technology probe in 
Study Two was intended to address this aim.  Photoswitch’s efficacy as a tool for provocation and 
reflection around the subject of inquiry shall now be considered. 
Photoswitch served a probing function akin to Technology Probes (Hutchinson et al., 2003): to 
illuminate ways in which the integration of intergenerational photo displays mediates the social, 
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moral ordering of some family homes, and how this integration might be supported by digital display 
technology that is situated beyond the desktop.  When considering designs to support photo display in 
family homes, accounts from Photoswitch use suggest that acts of display are as much directed by 
intergenerational relationships and domestic order as they are by technology to-hand.  Arguably, the 
subtleties observed in display practices mediated by Photoswitch may not have been articulated in 
the field using prototype products because Photoswitch was designed specifically for teasing out 
psychological tensions and opportunities surrounding teen photography and home curation.   
Arguably, two design features of Photoswitch proved useful towards this end: physical constraints for 
situating collections and structuring turn-taking; and limited control mechanisms for manually 
changing displays.  Together, these features afforded the representation of multiple voices in the 
field whilst fostering reflection and novel perspectives on intergenerational relationships between 
people and their photos.  The design prompted, if not catalysed, reflection on interaction aesthetics 
relating to interpersonal dialogue and the notion of ‘constructive conflict’ between mothers and their 
teenage daughters. In particular, the turn-taking feature and sequential display of juxtaposed 
collections promoted, if not forced, members' attentiveness to different voices within the family.  As 
such, the design has served as a method for elaborating technology as experience - in this case, 
display technology ‘as experience’.  One could argue, further, that the design successfully leveraged 
Bakhtin’s concepts in this endeavour, a point to be debated in the final chapter. 
In turn, the findings are positioned to offer the HCI field a set of considerations for designing photo 
display technology in the home.  Insights from Photoswitch use inform a design space of situated and 
potentially networked displays, attending to the dynamism inherent in screen display, and the 
mediation of displays by family power relations and teen photography.  These considerations about 
display technology will be discussed extensively in the final chapter.  More broadly, the deployment 
of Photoswitch produced insights that contribute to an understanding of the role of designed artefacts 
in hermeneutical, phenomenological inquiry. 
Positioning the Photoswitch account 
The Photoswitch sensor mechanisms also played a key role in the research, not least because they 
generated the ‘Photoswitch account’ that contributed yet another voice to the subject under 
investigation.  The novelty of such an account analysed in conjunction with interview data presented 
a number of challenges that may now be described.  
It is not uncommon for Technology Probes to include sensor mechanisms for collecting data about 
their use (ibid).  Study Two participants were aware of the systems logging their use of Photoswitch.  
Arguably, this awareness impacted upon their handling of the device to both positive and negative 
effect.  The web-cam feature was the subject of much discussion in the field and at interview.  On 
the positive side, presenting video footage from Photoswitch back to participants at interview proved 
valuable for getting them to reflect on their interactions and, in some cases, challenge their 
memories and assumptions about use.  In many cases, this proved revelatory, prompting rich dialogue 
about family interaction with displays (e.g. Sue with Michelle and her boyfriend).  This is in-keeping 
with accounts of the value of video as a tool for reflection noted in the HCI literature (Heath and 
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Hindmarsh, 2002).  The stimulus film that is documented in Appendix M provides an example of how 
such an account may be presented to participants.   
However, on the negative side, the footage proved to be quite distracting in the sense that it made 
some participants feel self-conscious about their body image and behaviour, as captured.  In some 
cases, self-consciousness was equated, not so much with body image, but with a heightened sense of 
accountability for self-presentation, which came from feeling that one was being automatically 
captured unaware.  Self-consciousness about the webcam was particularly apparent with Julie, who 
was explicit about why. During the researcher's intermediate visit to collect sensor data from 
Photoswitch, Julie was present to see the researcher physically remove data from the device, and 
attention was drawn to the data-logging process.  Also, with regards to Household Two, although not 
voiced explicitly, the researcher detected a defensive tone in Sue's expressions, when first 
encountering the footage at interview, as if she only realised upon its playback that her personal 
space had been somewhat invaded by the automatic capture.   
In contrast to Sue, Hisako, claimed to be conscious of the video-logging feature during the 
deployment, drawing attention to the camera that was visible in the Photoswitch casing when 
showing the device to family and friends.  At interview she said she was not self-conscious about the 
webcam, nevertheless she later made a few further comments that contradicted this statement and, 
in the researcher’s view, was sensitised to being recorded.  Whilst Hisako's talk about the webcam 
seemed to simply initiate dialogue about the device with people, it is fair to assume it would have 
distracted from the experience of the displays and interaction with collections, the central probing 
purpose of the deployment.  In another case, Lara was so uncomfortable with the idea of the webcam 
feature that it was disabled for the deployment. It was only Household One that barely made 
reference to the webcam and didn't seem too concerned about the sensor mechanisms in general. 
There were technical problems with Photoswitch that negatively impacted upon its probing function.  
Deploying novel technologies in the home is always a technical challenge and this deployment was not 
without its technical difficulties and problems.  Considerable care was spent building the casing and 
software for robust and safe functionality.  The door feature, because it afforded physical resistance 
via its spring mechanisms, needed to be able to take heavy usage whilst remaining safe and usable.  
The spring mechanisms proved robust and safe to this end, as did all of other components.  Technical 
issues arose from the performance of the Sahara PC that was encased.  This created a second, broadly 
technical, issue concerning the maintenance of the device.  Accounts of how technical issues 
unfolded in each household have been documented in the Procedure162, and discussion here will focus 
on their potential impact on user experiences, and participants' dialogue with the researcher. 
Photoswitch stopped working in Household Two simply because the family had left the mains adapter 
to the Sahara unplugged and its internal battery ran down.  Sue and Michelle viewed this as a 
technical problem but it was actually caused by their lack of attention to the day-to-day running of 
the device.  In the case when Sahara hardware failed, Julie and Hisako did not inform the researcher.  
Most interesting about these cases is that the participants didn't report the issues but left the device 
                                         
162 See section 7.3.2. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
8. STUDY TWO: PART II 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
273 
'broken' for the remainder of its deployment, which says something about their relationship to the 
device and the nature of its domestication.   
Tolmie and Crabtree (2008) have drawn attention to the research challenges presented by 
domesticating technology probes in family homes.  They point out that the peculiar circumstances of 
deployment procedures, in particular the perceived lack of ownership towards the 'probe' on the part 
of the participants, obfuscate peoples 'genuine orientations' towards the technology that is under 
investigation through the probe.  This peculiarity obfuscates the way in which this technology is inter-
related with other artefacts in the home.  The extent to which probes are domesticated is seen to 
affect, amongst other things, participants' attitudes towards their maintenance.  In the cases of Sue 
and Michelle, and Hisako and Julie, the participants didn't feel obliged to engage with the 
maintenance of Photoswitch in the way that they may with other household things.  It was as if, 
unlike a product, Photoswitch was something borrowed, leading them to resist taking responsibility or 
accountability for its workings.  Caroline’s account illustrates this with the following comment about 
sliding the door: "I didn't wanna break it cause I was pushing it across and it... clicks really fast and 
I'm just worried that I'm gonna break the slider".  As Tomlie and Crabtree also note, this resistance 
may have affected how Caroline (and others) recounted the handling of Photoswitch to the researcher 
and, ultimately the nature of the power dynamics between the researcher and the participants. 
The peculiarity of the deployment raises the question of the extent to which people's Photoswitch 
experiences could be used to speculate upon the 'everyday', 'real-world' experiences that they might 
have with a similar class of digital display device.  Broadly speaking, attitudes towards maintenance 
are indicative of people's general lack of emotional attachment to the device, which must, at some 
meta-level, have impacted upon their experience of the displays.  Having said that, the activities 
contrived by the deployment provided a conceptual springboard to participants' reflections on their 
'real world' activities.   Most importantly, participants acknowledged this phenomenon, as illustrated 
with Household Four. 
Ca:	   (I)if	  we	  had	   sat	   down	   together	   and	   picked	   the	   photos	   I	   think	  we	  would've	   (.)	   picked	   different	  
things,	  really.	  
R:	  So	   in	  a	  more	  ordinary	   setting,	   if	   you	  were	  gonna	  share	  a	  display	   like	   that,	   you	  would've	   just	  got	  
together	  and	  figured	  out	  what	  you'd	  do?	  	  Is	  that	  what	  you'd	  do	  ordinarily?	  
Ca:	  Yeah,	  I	  think	  I	  would've	  picked	  different	  things.	  	  Like	  [to	  Lara:]	  I	  wouldn't	  have	  put	  that	  picture	  in	  
of	  you	  and	  stuff.	  
La:	  Yeah.	  
This excerpt, already discussed above=e, shows that Caroline (and Lara) were able to distinguish 
between the peculiarity of the deployment and their 'ordinary' life and, in light of this distinction, 
make sense of the researcher's questions to produce valuable insights. 
A final consideration is the efficacy of the Photoswitch account in the analysis of the deployment.  
Although the webcam feature was sometimes a problematising factor, it is fair to say, overall, that 
the sensor mechanisms produced valuable insight about the context of Photoswitch use.  A key issue 
with the efficacy of the Photoswitch account was not the nature of the sensor data that was 
generated, but rather logistics concerning the researcher being able to make intermediate visits to 
the households to collect and collate sensor data in advance of the interview to use as a prompt for 
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discussion.   
Also, the data logs varied in length between households, due, partly, again, to logistics, partly to 
Photoswitch not working for part of a given deployment, and partly the deployments in different 
households being organised for different lengths of time. In the case of Household Four, the 
Photoswitch account did not incorporate video or photographic data.  Overall, the forms of data 
making up the sensor log differed greatly between households, meaning that the researcher's 
hermeneutical engagement with each Photoswitch account, and the relationship between each 
Photoswitch account and each transcript was idiosyncratic.   
In retrospect of the deployments, the sensor data mechanisms proved to be a valuable addition to the 
probe's features.  However, the usefulness of the data that they produced has been called into 
question by its handling in and beyond the field.  At least, the usefulness of the data in the analysis 
could have been leveraged much more effectively had it been handled differently in and beyond the 
field by the researcher.  Much can be learned from this for future deployments.  Collecting a sample 
of the sensor data during the deployment for use at interview is arguably worthwhile as it offers a 
valuable prompt for reflection.  However it seems important for this to be done when the participants 
are not in the immediate vicinity.  Although it was only Julie that saw the researcher collect data, 
this instance proved to impact negatively on the probe's function in the study.  Suffice to say, the 
manner in which Photoswitch was deployed by the researcher was crucial to its efficacy as a research 
tool. 
These reflections offer broader insights about the relationship between the researcher, as a designer 
of Technology Probes, and the household in which they are deployed.  Photoswitch was always 
intended to be a provocative intervention into the everyday, real-world activities of the participants.  
When deployed, the device was not presented to the participants as a product-orientated design that 
they might be familiar with or envisage having in their homes in the future as a marketed product.  
Rather, it was presented to them as a thinking tool, deployed as part of an invitation to them to 
contribute to the job of mapping out an innovation space of digital displays in collaboration with the 
researcher.  As such, it was intended to create a 'defamiliarising' experience (Bell et al., 2005) to 
prompt novel perspectives on how photos are ordinarily handled.  It is fair to conclude that all the 
participants understood this positioning of the design in the research context.  Photoswitch 
successfully prompted people to establish and reflect on different presentations of self and family 
and adopt alternative perspectives on their home life so as to think innovatively about displaying 
their photo collections.  However, the peculiarity of the deployment orientated people towards 
producing accounts containing as much speculation on real-world activities as they did accounts of 
actual, real-world Photoswitch experiences mediated by self and family representations; real-world 
experience was coupled with speculation.  The incorporation of the Photoswitch account into the IPA 
analysis will be reflected upon further in the concluding chapter of this document. 
8.6.3 Next steps 
Photoswitch was intended for the communal spaces and its deployment explored the concept of how 
teens' photos might contribute to home curation.  As such, the deployment gave weight to teen photo 
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practices that take place in the curatorial domain and the interviews involved teens presenting 
themselves to the researcher in their mother's company.  As outlined above, teen photography turned 
out to be somewhat under-represented in the interviews, because teens did not want to make their 
mums privy to much of their life outside the family.  This became apparent following the first 
deployment of Photoswitch in Household One. Cat chose her Photoswitch collection carefully, 
omitting a number of personal photos that she deemed inappropriate. 
Following this first household visit, the researcher felt that the research questions driving the 
deployment could have been more comprehensively addressed by trying to better understand the 
decision-making that went into the teens’ triaging process for Photoswitch content.  So, it was 
decided that a third, smaller study would be devised involving one-to-one interviews with the teens 
participating in Study Two to explore their personal photographic practices in greater detail.  This 
study is documented in the next chapter. 
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9. Study Three 
9.1 Study Three Aims 
The practice of teen photography emerged from Study One as a significant phenomenon in the home 
and its emergence was, along with the general trend towards digitisation, seen to signal novel uses of 
photos and novel forms of representation in the family home, impacting upon the representation of 
self and family. 
Study Two sought to connect Study One findings to an emerging innovation space of situated digital 
displays.  Accounts unpacked the interactions and negotiations between mothers and daughters over 
what photos to display and how to achieve consensus on this.  However, because Photoswitch was 
deployed in the curatorial domain, it transpired that teen photo practices were under-represented, 
remaining somewhat unvoiced and invisible at interview.  Within the conditions of the deployment, 
the teens were given 'free reign' to display whatever photos they wanted on Photoswitch.  However, 
they actually chose to be very selective, expressing the desire not to disclose aspects of their 
photographic practice to the rest of their family.  Being interviewed in the presence of their mothers 
may have also constrained what they chose to disclose.  This sense of privacy became apparent when 
analysing the first household to participate.  
Study One revealed the significance of online photo sharing to teenage expression and, in bids for 
autonomy, that they were fashioned in a curatorial blind spot.  Given the apparent significance of 
teen photography in the home, and the rapid take up of online applications more generally in 
contemporary society, it was considered important to address the gap in the Study Two findings by 
carrying out further empirical work on teen practices that probes the curatorial blind spot.  To 
reiterate the rationale set out in section 8.6.6, it was decided that whilst making household visits for 
the three subsequent Photoswitch deployments (that is, following Household One), the same teen 
participants would be interviewed separately about their personal photo practices.  As with Study 
Two, the aim was to explore what it might mean to integrate teen and family photo displays at home, 
but with the intention of generating more insights from a teen perspective formulated outside of 
curatorial (and parental) control.  This included probing teen use of personal computing devices, such 
as camera-phones and laptops, and their online activities carried out through these devices, at home. 
The following lines of enquiry were therefore pursued.  A new interview schedule was designed to 
probe how the teens use the Internet to connect out of their family home, using computers and other 
networked digital devices and, in particular, understand how their photographic presentations of self 
and family online might contrast with their presentations to the rest of their household at home.  
Questions also sought to probe further how teens 'territorialise' the home environs and negotiate the 
domestic order to express themselves at home.  
In sum, the aims of Study Three were to: 
 (i) Explore home curation' from a teen perspective; 
 (ii) Explore teens' use of online (Internet-enabled) platforms for self and family representation; 
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 (iii) Identify features of teen photo display practices that intersect with the domestic order; 
 (iv) Generate implications for technology design that follow from these explorations. 
9.2 Study Three Method 
9.2.1 Rationale 
Building on empirical work to date and continuing to focus on photo display, the study was devised to 
explore the relationship between a teenager's personal photographic practice and the practice of 
family photography within the household at large.  
As this study aimed to build on previous findings, a semi-structured interview technique seemed 
appropriate for generating narrative accounts on this subject.  These accounts would then be similar 
in form to earlier accounts from the previous studies, and therefore comparable.  In line with 
previous forms of enquiry, the researcher invited the teens to produce a narrative account. 
One perceived advantage of carrying out these interviews during the Photoswitch deployments was 
that teens could partially draw upon their Photoswitch experience to inform their sense making.  By 
reflecting on their Photoswitch experience, they could think about what it meant to collaborate and 
integrate personal (teen) photography with family photography as well as what it meant to keep their 
personal practices separate.  It transpired that Photoswitch was referred to in the interviews and 
drawn upon as a thinking tool. 
9.2.2 Sample 
The four teenagers that took part in Study Two were recruited again for Study Three.  The reason for 
revisiting the Study One sample was to be able to compare and contrast their personal accounts with 
the accounts that they produced in the dyadic interview of Study Two.  The researcher aimed to 
make sense of their Study Three accounts in relation to Study One accounts as well (in which teen 
photography emerged as a distinct home practice).  This was to afford longitudinal engagement with 
the participants and their accounts.  As stated throughout the project’s documentation, the sample 
constrained explorations of gender differences in relation to the research subject.  The features of 
the households were the same as documented in Chapter Seven. 
9.2.3 Semi-structured Interview 
A semi-structured interview was designed to discuss teenage photo practices at the participants' 
homes, during or following the Photoswitch deployment.  The duration of the interview is 
approximately 30 minutes.  Again, taking a pragmatic-dialogical approach, questions attended to the 
act of displaying photos and the material resources available to-hand for doing so.  The interview 
schedule is documented in Appendix P. 
9.2.4 Analytic Framework 
IPA was drawn upon again as a method to analyse the interview transcripts, enabling a hermeneutical 
engagement with each participant’s account of her sense-making activities at interview.  A narrative 
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account of the analytic process was produced and is documented below. 
9.3 Study Three Procedure 
9.3.1 Home Visits 
Interviews took place either in teens' bedrooms or communal spaces.  Parents were not present for 
any of the interviews. 
The interview with Cat of Household One took place at her home a year following the deployment of 
Photoswitch. To reiterate, it was only after the deployment of Photoswitch in this first household 
that the researcher decided to design Study Three.  Because of this, Cat was interviewed last, on 10th 
December 2008.  By this point, she had left home and was living at University in Dublin, Ireland, only 
returning home to stay with her family for Christmas.  The interview took place in the family's 
kitchen, when no other household members were at home.  The researcher was also invited to look 
round the house and revisit Cat's bedroom during this visit. 
Michelle was interviewed on 18th February 2008, following the Photoswitch deployment but whilst the 
device was still set up, and on the same occasion that the dyadic interview for Study Two took place.  
The interview with Michelle took place, directly after the dyadic interview, in her bedroom.  Michelle 
sat at her desk with her laptop computer to hand. 
Julie was interviewed on 14th May 2008, during the Photoswitch deployment and on the occasion of 
the intermediate visit by the researcher (to collect a sample of sensor data from Photoswitch). 
Therefore the interview took place in advance of the dyadic interviews about the deployment.  The 
researcher sat with Julie in the family living room, in the vicinity of Photoswitch. 
Caroline was interviewed on 30th July 2008, following the dyadic interview about the Photoswitch 
deployment, and whilst the device was still set up.  The interview took place in the family dining 
room. 
9.3.2 Data Collection 
An audio recording was made of each interview and then transcribed.  Interview transcripts were 
formatted for IPA and then hand-coded for emerging themes.  The researcher engaged with each 
transcript in turn, according to the chronology of the interviews.  Initial codes from each account 
were made sense of in relation to all the accounts in the sample.  The codes were then developed 
across accounts into meta-themes that represent the sample.  These meta-themes structure the 
findings that are documented in the net section. 
9.4 Study Three Analysis 
9.4.1 Introduction to Findings 
What follows is an account of the key findings from the analysis.  As with the documentation of the 
previous studies, findings are represented here as thematic interpretations generated across the four 
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cases. Themes were derived from comparing and assimilating codes from individual accounts.  In-
keeping with IPA methodology, individual differences are represented in the cross-case themes. 
The transitioning self 
All four teenage accounts were, perhaps unsurprisingly, characterised by a narrative of transitioning 
from childhood towards adulthood.  Through a pragmatic-dialogical lens, 'transitioning' meant 
embracing and negotiating different voices within the self.  The teens described striving for autonomy 
and establishing their own identities beyond the family household; they also described remaining very 
much connected both to their household and the home environs.   Their resources for expression also 
remained largely under parental control, not least because they were financially dependent on their 
parents: digital cameras and camera-phones were recent acquisitions, gifted by parents and of lesser 
'quality' than parents' cameras; and other photoware located in the home, including printers, was 
parent-owned and subject to physical monitoring. 
 
Figure 94: (a) Michelle’s bedroom, with her Internet-enabled laptop & camera-phone in view; (b) Close up showing 
her desktop photo management tool. 
In the findings to follow, the four 'transitioning' teens voiced attempts to create different self-
representations in different domains of their everyday life.  These included their home, their school, 
and other peer networks.  Significant here is that the digital domains populated the home's physical 
architecture and established other spatial boundaries.  For example, Michelle connected to online 
display platforms from her bedroom, using her laptop computer (Fig. 94).  Two particular domains 
were identified within accounts and focused on in this discussion: the 'offline-familial' domain and the 
'online-peer' domain.   
In order to frame the analysis, we shall briefly set out some of Harter's theoretical articulations on 
self-processes (2003, 1999).  The different representations voiced by the teens included 'future 
possible selves', that is, who the teens wanted to be, or how they wanted to be seen, 'ideal selves', 
and other selves that reflected what they considered to be 'real' about 'who they are' and 'where 
they've come from' (Harter, 2003, 611).  Harter's notion of 'discrepancies', introduced in Chapter Five, 
was instructive because the performance of different representations was found to vary across 
domains; accounts showed the teens forging an understanding of their overall self-worth by making 
sense of their performances across different domains.  These domains were engaged, of course, 
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within the physical environs of the home.163  Analysis focused on the performance and integration of 
different self-representations in these two domains, by each teen. 
9.4.2 Negotiating Resources 
Photographic equipment, including cameras and home printers, played a key role in the forging of 
teenage autonomy and parent-teen negotiations of representational practice.  Before observing self-
processes represented in the accounts, the first set of findings addresses the pragmatic ways in which 
photographic tools became available to teens as resources for expression, and how had to be 
negotiated within each home's domestic order; building on Study One findings, the availability of 
photographic equipment to teens was found to be largely mediated by parental control, shaping teen 
practices considerably within the two aforementioned domains.  In the following sections, capture 
practices are elaborated alongside display practices because teens were found to often display photos 
upon capture; and, according to the teens, acts of capturing and displaying a photo were often 
brought together in a single social exchange.  
Negotiating camera ownership 
At the time of the interviews, the teens were either on the verge of or 'in the throws' of moving out of 
the family home and forming independent lives.  Despite being independent in many ways, the 
ownership and exchange of camera equipment within each household was indicative of teens’ ongoing 
financial dependency upon their parents.  Cameras were acquired as presents from family members: 
Cat and Julie acquired their digital cameras recently, as 18th birthday presents, and Michelle's was a 
recent Christmas present.  Caroline had her digital camera the longest out of these teens; it was 
gifted to her from her parents on her 13th birthday.  Prior to the receipt of digital cameras, Cat and 
Michelle had also been gifted film cameras from family. 
Cat:	  I	  got	  one	  (a	  digital	  camera)	  for	  my	  birthday.	  	  Before	  I	  had	  that	  I	  had	  one	  that	  my	  grandma	  gave	  
me,	  which	  was	  one	  of	  those	  ones	  with	  the	  film	  and	  all	  that.	  
Cat, Michelle and Julie described how, for much of their late adolescence, they preferred practicing 
digital photography over film, relying upon their parents for digital camera equipment.  Michelle 
relied on use of her dad's digital camera because she had lost interest in using her film camera. 
Mic:	   I	   just	   stopped	   taking	   photos	   for	   ages	   and	   just	   relied	   upon	   Dad’s	   camera.	   	   Then	   I	   wanted	  
something	  more	  like	  (.)	  for	  myself,	  so	  I,	  erm	  -­‐	  he	  bought	  me	  one	  for	  Christmas.	  
Similarly, Cat "wouldn't really use" her film camera, only, perhaps, on family holidays.   
Having had her own digital camera for many years, Caroline was seemingly the least constrained tool-
wise out of the four girls. She also seemed more financially independent, because, unlike the others, 
she left school shortly after participating in Study One and was in full-time employment, (although 
still living in her parental home).  Her long-serving digital camera had recently broken, and she was 
considering replacing it using her own money rather than her parents'. 
Whilst the digital cameras were, for three of the teens, recent acquisitions, all four had owned 
camera-phones for at least a year.  Before her 18th birthday, the camera-phone was Julie's primary 
                                         
163 Other possible domain classifications, such as an 'offline-peer' domain, were not identified within the scope of 
this study. 
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capture device. 
Jul:	  I’d	  either	  borrow	  my	  dad’s	  (.)	  -­‐	  Mum’s	  [laughs]	  or	  Dad’s.	  	  I	  would	  just	  use	  my	  camera-­‐phone(?)	  ...	  I	  
would	  find	  that	  quite	  handy	  cause	  you	  know	  when	  you’re	  out	  and	  about	  and	  you	  find	  something	  -­‐	  all	  
your	  friends	  are	  there	  and	  you	  saw	  -­‐	  or	  -­‐	  (.)	  so	  just	  my	  camera-­‐phone	  really.	  
The advantage of the camera-phone for Julie was its availability to-hand.  Apart from her sole 
ownership of the device, it was portable and, as such, it served as a valuable resource for everyday 
expression.  All the teens expressed the camera-phones' 'handiness' in this respect.  
Despite their portability, camera-phones were not deemed sufficient for capturing 'good quality' 
photos.  Since her digital camera had broken, Caroline relied upon her camera-phone, but it was a 
poor substitute. 
Car:	   I	  don't	   actually	  use	   it	   that	  much	  cause	   it's	  not	  actually	  very	  good	  quality.	   	   I	   really	  want	   to	  get	  
another	  digital	  camera.	  ...	  But,	  mostly	  if	  I	  do	  take	  photos	  on	  my	  phone	  (.)	  it's	  only,	  like,	  if	  I'm	  with	  my	  
friends,	  or	   I'm	  with	  my	  boyfriend	  or	   something,	  and	  we're	   just	   taking	  silly	  photos	  of	  ourselves,	   like	  
close	  or	  something.	  
For Caroline, the quality of the camera determined the kinds of photos that she captured: "silly 
photos".  This ad hoc, 'everyday' use of camera-phones in social exchange is expressed by all the 
teens, as Julie elaborates: "(i)t would sometimes be just shots of friends, just at the time, I mean, 
when everyone's around and things". The camera-phone is useful at times, but it still compromises 
photographic expression, as the next extract shows.   
R:	  Has	  your	  use	  of	  your	  camera-­‐phone	  changed	  now	  in	  any	  way	  because	  of	  your	  camera?	  
Jul:	  Yeah,	  I	  think	  that	  my	  phone	  camera	  now	  is	  an	  emergency	  one.	   	  Like,	  if	  I	  forget	  it	  or	  (.)	  erm	  (.)	  
yeah,	   I	  don’t	   -­‐	   I	  don’t	   really	  want	   to	   take	  my	  camera-­‐camera	  with	  me	  everywhere.	   	   I	  would	   like	   to,	  
though,	  cause	  like	  walking	  down	  Lechlade,	  down	  the	  river,	  the	  other	  day,	  I	  really	  wanted	  to	  take	  some	  
pictures(?),	   but	   I	   didn’t	   take	   my	   camera	   with	   me,	   so	   I	   just	   used	   my	   camera-­‐phone,	   although,	   of	  
course,	  it’s	  much	  worse	  quality.	  
Julie's camera-phone was for 'emergency' use, appreciated mainly for its portability. 
The issue with the quality of camera-phone imaging partly concerned financial cost. The teens didn’t 
necessarily have the financial means available to acquire good quality, 'top-end' camera-phones, only 
what their parents would afford them.  Of course, the camera-phone is a multi-purpose device that 
incorporates a camera component alongside other components and is therefore expensive to 
purchase.  In the following extract, Cat described losing a good quality camera-phone that her 
parents bought for her and having to replace it with a cheap, bad quality one. 
Cat:	  I	  had	  a	  lovely	  camera-­‐phone.	  	  I	  had	  loads	  of	  photos	  -­‐	  got	  stolen	  on	  Halloween.	  	  So	  now	  I	  have	  a	  
piece	   of	   crap,	   which	   -­‐	   it	  was	   three	   Euros	  more	   than	   the	   one	   that	   didn’t	   have	   the	   camera.	   	   So	   the	  
camera’s	  sort-­‐of	  -­‐	  there’s	  a	  blob	  there	  and	  that’s	  what	  the	  face	  is.	   	  It’s	  absolutely	  crap.	  	  But	  I	  do	  still	  
use	  it	  a	  bit,	  just	  to	  remember	  things.	  ...	  Just	  things	  I	  want	  to	  show	  Maman	  sort-­‐of	  immediately.	  	  
This excerpt conveys financial constraints upon photography.  As with Caroline, above, the poor 
image quality determined the camera-phone's function for Cat; in this case, it served to communicate 
anecdotal events in an ad-hoc fashion, "just to remember things", and just to 'show' people things 
'immediately'. 
Compromises on equipment were not just linked to camera-phones.  Cat described her preference for 
using her mother’s digital camera when she lived at home, because it was better quality than her own 
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digital camera.164 
R:	  (D)id	  she	  [Yvonne]	  used	  to	  mind	  you	  borrowing	  her	  ...	  digital	  camera	  whenever	  you	  wanted	  or	  did	  
you	  used	  to	  have	  to	  =	  
Cat:	  =	  Digital	  camera:	  she	  didn’t	  really	  know	  that	  I’d	  borrow	  her	  camera,	  cause	  she	  has	  such	  a	  nice	  
camera.	  	  I	  wouldn’t	  take	  it	  out	  the	  house	  kind	  of	  thing.	  	  I’d	  use	  it	  here	  with	  my	  friends	  doing	  an	  arty	  
thing,	  cause	   they	  quite	   liked	  using	  our	   living	  room,	  erm,	  and	  the	  garden	  as	  well.	   	  So	  we’d	  use	   that,	  
upload	  them,	  and	  then	  delete	  them	  off	  the	  camera	  and	  delete	  them	  off	  Maman’s	  [Yvonne's]	  section	  
and	  move	  them	  into	  the	  Photobucket.	  …	  	  So	  Maman	  never	  really	  knew	  about	  that	  cause	  she’s	  quite	  
possessive	  of	  her	  nice	  camera	  [laughs].	  
As in Study One, Cat described working within parental constraints to practice photography.  When 
she lived at home, she used Yvonne’s camera opportunistically to take high quality photos, which was 
possible so long as she used it at home and surreptitiously: "I'd use it here"; "she didn't really know". 
As in Study One, Cat was found to strategically territorialise the curatorial domain.  Dependency upon 
parents for accessing camera equipment was, in this case, coupled with a dependency on being 
located at home.  Overall, financial dependencies, which may determine camera ownership, were 
seen to impact considerably upon teen camera use. 
Negotiating the home network 
Aside from negotiating access to equipment, the teens draw upon their home's digital networks to 
create opportunities for self-expression.  In Study Three, they described how, in many instances, it 
was the inter-connectivity of equipment in the home that determined its availability to-hand. 
In the following example, Cat talked about the inter-connectivity between capture devices and the 
family computer.  Even though, on the occasion she described, she had a good quality camera-phone, 
she became reliant on her mother’s camera-phone because of networking issues. 
R:	  You	  were	  saying	  that	  you	  used	  to	  use	  your	  mum’s	  camera-­‐phone.	  	  When	  did	  you	  use	  it?	  =	  
Ca:	  =	  Um,	  (.)	  oh	  yeah,	  to	  upload	  some	  stuff	  just	  through	  Bluetooth	  -­‐	  cause	  I’d	  lost	  the	  link	  from	  my	  
camera	  to	  the	  computer	  so	  I’d	  just	  take	  photos	  with	  her	  camera,	  if	  it’s	  just	  around	  here,	  or	  where	  she	  
had	  her	  phone,	   then	  I’d	  use	  that.	   	  Or	  a	  dress	  and	  then	  I’d	  upload	   it	  and	  show	  it	   to	  my	  friends	  and	  
we’d	  decide	  whether	  it	  was	  nice	  or	  not.	  
R:	  Okay,	  was	  that	  when	  you	  had	  your	  old	  camera-­‐phone	  -­‐	  you	  might	  just	  use	  hers	  sometimes?	  =	  
Ca:	  =	  Yeah,	  cause	  mine	  -­‐	  I	  never	  really	  knew	  how	  to	  use	  mine,	  that	  much.	   	   I	  knew	  how	  to	  use	  the	  
camera,	  but	  the	  whole	  Bluetooth	  thing	  was	  a	  bit	  weird,	  whereas	  Maman’s	  was	  easy,	  so	  I’d	  use	  hers.	  
In this case, the absence of a networking cable and the convenience, in its place, of a wireless 
Bluetooth connection determined Cat's preference for using Yvonne’s camera-phone.  Echoing the 
descriptions of use given above, the phone was used in photo-mediated communication with peers.  
This negotiation of equipment was an ongoing, everyday concern for Cat when she lived at home. 
Home computers' processing power and their interconnectivity with cameras and peripherals also 
shaped photo practices. Julie talked about her reliance upon her mother’s laptop for handling photos 
and the connectivity issues that stemmed from that.  
Ju:	  we	  have,	  well,	  my	  mum’s	  laptop,	  my	  dad’s	  laptop,	  and	  the	  old,	  big	  hefty	  one,	  which	  is	  really	  too	  
slow	  to	  do	  anything	  anymore	  [laughs].	  	  So	  I	  mainly	  use	  Mum’s	  laptop.	  ...	  	  And,	  er,	  that	  doesn’t	  have	  
any	  access	  to	  the	  printer,	  because	  -­‐	  technology	  problems	  again	  -­‐	  the	  printer	  doesn’t	  want	  to	  connect	  
                                         
164 Note that Cat remained living at home for a year after acquiring her digital camera for her 18th birthday. 
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to	  the	  laptop	  [laughs]	  anymore	  so	  it’s	  a	  lot	  of	  effort	  to	  get	  stuff	  printed	  off	  because	  you	  have	  to	  go	  on	  
to	  the	  old	  one	  and	  get	  that	  done	  as	  well.	  
R:	  Okay.	  How	   do	   you	   connect	   to	   the	   Internet?	  Or,	   if	   you	  wanted	   to	   put	   your	   photos	   online,	   how	  
would	  you	  go	  about	  that?	  	  Which	  computer	  would	  you	  use?	  
Ju:	   I’d	  use	   the	   laptop	   for	   that	  one.	   	  And	  I’ll	   literally	  put	  a	  USB	  cam	  -­‐	  er	  cable	  and	  connect	   it	   to	   the	  
camera	  and	  just	  (.)	  transfer	  it	  that	  way.	  ...	   	  Same	  with	  my	  camera	  as	  well:	   it’s	  got	  a	  USB	  cam	  -­‐	  cable	  
with	  it.	  
R:	  Yeah,	  so	  you	  use	  that	  with	  your	  mum’s	  laptop.	  
Jul:	  Yeah,	  yeah.	  ...	  	  It’s	  much	  faster	  [laughs].	  
Julie's mother’s laptop ran 'faster'; it had greater processing power than the 'hefty' family computer; 
and it also had better connectability with her camera and camera-phone, hence, her preference for 
using it.  The trouble is that it couldn’t be networked to the home printer, so printing photos became 
'effortful'.  
Julie described how this effort deterred printing, most of her displays remaining "mainly computer-
based" as a result. 
R:	  what	  do	  you	  do	  with	  your	  photos	  when	  you’ve	  taken	  them?	  
Jul:	  Well,	  most	  of	  my	  photos	  do	  end	  up	  staying	  on	  the	  camera	  [laughs].	  	  ...	  	  Or	  on	  the	  computer,	  cause	  
our	  printer’s	  not	  really	  that	  great	  and	  (.)	  erm	  I	  guess	  I	  can	  get	  them	  sent	  off	  as	  well	  -­‐	  I	  can	  do	  that	  -­‐	  I	  
think,	  erm	  but	  I	  don’t	  know	  cause	  I	  don’t	  really	  do	  it	  so.	  	  Yeah,	  so	  most	  of	  them	  stay	  on	  my	  phone	  or	  
get	  put	  on	  Facebook	  and	  things.	  ...	  	  Kinda	  sharing	  pictures	  around.	  	  So	  it’s	  mainly	  computer-­‐based	  or	  
some	  of	  them	  I	  print	  out	  for	  my	  artwork	  onto	  that,	  like,	  photo	  paper	  I	  use	  in	  the	  printer	  upstairs	  and	  
get	  stuck	  in	  my	  art	  book.	  
R:	  Okay.	  ...	  	  And,	  apart	  from	  your	  art	  projects,	  do	  you	  like	  printing	  photos	  to	  put	  up	  in	  your	  room	  or	  
not	  really?	  =	  
Jul:	  =	  I	  don’t	  really	  -­‐	  erm	  (.)	  If	  I	  had	  better	  printing	  things	  I	  would	  do.	  	  I	  don’t	  really	  -­‐	  and	  -­‐	  well	  -­‐	  my	  
room	  in	  particular	  is	  a	  bit	  messy	  [laughs]	  so	  putting	  up	  pictures	  -­‐	  I	  do	  have	  that	  picture	  thing	  but	  I	  
guess	  it	  was	  already	  there.	  
R:	  Yes,	  the	  one	  that	  you	  showed	  me.	  
The	  processing	  of	  it	  has	  already	  been	  done.	  	  Erm,	  yeah:	  (.)	  I	  would	  like	  to	  get	  some	  printed	  out,	  really.	  
R:	  Yeah.	  	  I	  was	  just	  thinking	  actually:	  I	  assumed	  there	  that	  when	  you	  said	  ‘picture	  thing’,	  do	  you	  mean	  
that	  big	  collage	  that	  you	  showed	  me?	  =	  
Jul:	  Yeah.	  	  It’s	  like:	  I	  took	  the	  whole	  camera	  and	  took	  it	  to	  get	  processed	  and	  I	  got	  the	  pictures	  back	  
and	  that’s	  about	  it.	  ...	  	  And	  I	  guess	  it’s	  not	  too	  hard	  to	  get	  digital	  photos	  printed	  off,	  but,	  I	  don’t	  know,	  
I	  never	  get	  round	  to	  it	  or	  something.	  ...	  	  It	  just	  ends	  up	  on	  my	  -­‐	  on	  a	  memory	  card,	  really,	  (.)	  which	  is	  
a	  shame	  [laughs].	  
Making reference to her 'picture thing', a collage of film prints displayed in her bedroom - discussed in 
Study One, Julie compared the effortful work that went into printing photos herself versus the ease of 
developing prints from film using a commercial service.  Whilst she couldn’t really explain why she 
didn’t use commercial services for printing her digital photos - it's just something she hadn’t thought 
of doing, her issues with home printing meant that her digital images remained either on the camera, 
on the computer (her mum's laptop) for posting online, or on a memory card.  She only printed photos 
on the home printer for her school art projects. She thought this was a 'shame', speculating that, if 
she had better printing equipment to hand, she would consider printing photos for display in her 
bedroom.   
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Issues with home printing exceeded device connectivity, however.  Akin to the discussion above on 
the quality of camera-phone imaging, Julie flagged the performance of her home printer.  
Jul:	  I	  would	  like	  to	  get	  them	  all	  put	  them	  up	  somewhere.	  	  I	  don’t	  know.	  	  They	  always	  seem	  -­‐	  when	  I	  
print	   them	   out	   -­‐	   they	   always	   seem	   sometimes	  better	   on	   the	   computer	   cause	   of	   the	   light	   or	   yeah.	  	  
Maybe	  it’s	  just	  that	  printer	  [laughs].	  	  But,	  honestly,	  they’re	  much	  nicer	  on	  my	  screen	  if	  you	  know	  what	  
I	  mean.	  	  	  
Julie preferred the quality of screen displays compared to the quality of prints she could produce at 
home. Her preference for computer-based displays was shaped by a number of factors including the 
poor connectivity of the printer, the low quality of its prints and the high quality of the screen 
displays.  Therefore her everyday display practice was screen-based: "(w)hen it comes to showing 
friends, they can just look on my - on Facebook thing, erm, or I’ll just show them my camera - flick 
through the photos"; she adds "that sometimes happens with my parents; I don't tend to print out". 
This leads on to another set of findings that will be discussed more fully in the sections to follow, on 
the use of the Internet and its networking potential for supporting photographic expression.  It's 
worth reiterating at this point that Cat and Julie had no Internet access from their bedrooms, so they 
were reliant on using parents' or family computers to post and share photos online.  Caroline and 
Michelle not only had their own laptops, but also unrestricted Internet access from their bedrooms 
and good inter-connectivity between their personal equipment and other family photoware in the 
home.165  Consequentially, they did not voice issues concerning home networking. 
When the researcher asked Julie to describe her preferred platform for displaying photos, she replied 
"the Internet".  As just outlined, Julie could upload her photos to her mum's laptop, and then onto the 
Internet, with considerable ease.  This enabled her to 'share pictures around'.  The sharing, 
duplicating and exchange of teen photos online was considered an invaluable resource for expression. 
Cat talked about her reliance on her friends to take photos that she could later use.  She described 
being very attached to her new digital camera, calling it "black, slim, beautiful".  Her camera was so 
'precious', in fact, that she didn’t use it much for fear of losing it. 
Cat:	  I’ve	  generally	  kept	  it	  around.	  	  I’ll	  take	  it	  on	  nights	  out.	  	  Luckily,	  actually,	  I	  have	  two	  friends	  who	  
do	  art,	  so	  they	  take	  a	  lot	  of	  photos	  and	  I	  don’t	  really	  need	  to	  take	  mine	  with	  me	  cause	  I’m	  really	  afraid	  
of	  losing	  it.	  ...	  	  Erm,	  so	  I	  generally	  steal	  their	  photos.	  ...	  	  I	  think	  I	  use	  mine	  relatively	  little,	  but	  mainly	  
because	  my	  friends	  are	  such	  ‘camera-­‐holics’	  that	  I	  can	  get	  away	  with	  not	  using	  it	  at	  all.	  
She went on to describe the photo-sharing system that her and her friends set up to share and photos 
online. 
Cat:	  Yeah,	  what’s	   it	   called?	   	  Photobucket.	   ...	   	  We’ve	   just	  got	  a	  group	   thing	   that	  everyone	  puts	   their	  
photos	  onto.	  
R:	  Yeah,	  you	  had	  actually	  mentioned	  that	  before.	  	  And	  when	  did	  you	  first	  set	  that	  up?	  	  How	  did	  you	  
go	  about	  it?	  =	  
Cat:	  =	  2007,	  because	  it	  was	  a	  friend’s	  birthday	  party.	  	  She	  loaded	  all	  her	  photos	  of	  it	  on	  there,	  which	  is	  
why	  it’s	  called	  ‘Sophie’s	  Birthday	  2007’.	  
R:	  And	  then	  you	  just	  used	  that.	  =	  
Cat:	  =	  And	  then	  we	  just	  kept	  using	  it,	  yeah.	   	  That	  was	  really	  good,	  and	  (.)	  easy	  and...	  and	  now	  with	  
Facebook	  coming	  up	  as	  well,	  you	  kind-­‐of	  get	  tagged	  in	  all	  the	  photos	  you’re	  in.	  
                                         
165 Both (Michelle and Caroline's) households were pervaded by a wireless Broadband Internet connection. 
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Cat described the set-up of a Photobucket account by her friend, Sophie, to share photos with her 
peers who she celebrated her birthday with.  The mutual interest shown by peers about the 'offline' 
event had determined the collaborative cultivation and maintenance of the 'online' account.  What is 
more, by pointing to Facebook, and specifically its tagging functions, Cat highlighted, in general, the 
use of online social network site as a means for drawing her attention to friends' photos that may be 
of interest or relevance to her - especially photos in which she is a referent.  In sum, this extract 
shows how the shared ownership and pooling together of photos within a peer network was made 
possible through Internet access.  Michelle and Caroline described similar anecdotes. 
This section has focused on findings relating to the tools that afford expression, their pragmatics of 
use, and how they shape practice in both positive and negative ways.  Now the discussion turns away 
from resources available and towards the nature of teen representations. 
9.4.3 Positioning the Self 
Something that emerges across accounts is a split between how the teens presented themselves at 
home, to their family, and how they presented themselves, at home but online, to their friends.  
Particularly striking is that, in the case of these teens, online display platforms were solely associated 
with presentations to peers as opposed to family.  In fact, the Internet was harnessed as a means to 
establish and maintain the separateness of self from family.  In order to perform their dichotomous 
self-presentation, teens are seen to attend to the reflexive 'project of the self': in Harter's words, 
"bids for autonomy from parents make it important to define oneself differently with peers in 
contrast to parents" (Harter, 1999, 62).  This picks up on a discussion in the Study One findings about 
teens demonstrating maturity by presenting themselves differently to different audiences,166 hence 
the coinage of the terms 'offline-familial' and 'online-peer' in the analysis.  The two remaining themes 
will explore the teens’ distinction of these two domains and how they represent themselves within 
them.  The following findings, relating to 'positioning the self', document how the teens drew upon 
photography to carefully coordinate who sees what about them, when and how.  The significance of 
the Internet for affording the display of multiple self-representations is fore grounded. 
Positioning oneself online 
The teens presented themselves differently at home, to their family, from how they presented 
themselves, at home but online, to their friends, hence the coinage of the terms 'offline-familial' and 
'online-peer' and the distinction of these two domains.   Particularly striking is that the online display 
platforms were solely associated with presentations to peers as opposed to family; the Internet was 
harnessed as a means to establish and maintain the separateness of self from family.  This activity 
may be understood in the context of psycho-social development: "bids for autonomy from parents 
make it important to define oneself differently with peers in contrast to parents" (Harter, 1999: 62); 
teens demonstrated the process of identity-formation by presenting themselves differently to 
different audiences.  Findings reveal the teens coordinating who sees what about them, when and 
how.   
                                         
166 See section 5.3.1. 
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Internet access created opportunities for forging teen autonomy at home.  The teens described using 
online social network sites (SNSs) and photo-sharing applications to 'create a space for themselves' 
that was relatively free of parental control and surveillance.  Facebook167 was the site primarily used 
by all, as conveyed here by Caroline. 
Car:	  I	  wouldn’t	  necessarily	  put	  pictures	  of	  my	  family	  on	  Facebook,	  it	  would	  just	  be	  sort-­‐of	  me	  and	  my	  
friends.	  ...	  Yeah,	  pictures	  in	  the	  house	  would	  be	  more	  me,	  my	  family,	  and	  my	  friends	  and	  stuff.	   	  But	  
Facebook	  ones	  would	  just	  be	  a	  friend	  thing.	  
Displays on Facebook portrayed Caroline with friends, not family; the intended audience was friends, 
not family. 
The teens described how online and offline portrayals differed.  Online portrayals conveyed sociality 
and social desirability over self-description, characterised in terms of 'being in the world' and 
expressing connections to others. 
Cat:	  Well,	  on	  Facebook	  it’s	  sort-­‐of	  how	  you	  want	  to	  be	  portrayed	  more	  -­‐	  on	  your	  profile	  pictures	  -­‐	  I	  
mean	  there’s	  not	  much	  you	  can	  do	  about	  photos	  that	  other	  people	  take	  of	  you.	  	  But	  on	  your	  profile	  
pictures	   it’s	   generally	   a	  way	  you	  want	   to	  be	   seen,	  whereas	   the	  ones	  on	  your	  wall	   at	  home	  are	  a	   lot	  
more	   personal,	   I	   think?	   	  And	   so	   you	  have	  what	   you	  want	   to	   see.	   	   So	   you	   see	   your	   family	   or	   your	  
friends,	   or	  whatever,	   and	   they	  don’t	   have	   to	   be	   pictures	  with	  you	   in.	   	  Whereas	   profile	   pictures	   on	  
Facebook	  you	  want	  to	  sort-­‐of	  look	  like	  you’re	  continually	  in	  the	  midst	  of	  the	  world,	  whereas	  on	  your	  
wall	  you’re	  happy	  to	  look	  at	  photos	  of	  your	  family	  when	  you’re	  not	  there.	  
Whilst Cat's bedroom displays served more of a reflexive function, her online displays portrayed her as 
she wanted to be seen by others.  Online displays also represented her social connections to others.  
It was important for Cat to be visible in online displays, and for photographic referents to 
communicate her social proximity to her peers; her own presentations were juxtaposed with her 
peers' portrayals of her; and curiously she considered these portrayals to be less 'personal'. 
The construction of online portrayals was particularly effortful for Caroline. 
Car:	  I	  s’pose	  when	  I	  sort-­‐of	  put	  pictures	  on	  Facebook	  I’m	  really	  vain	  and	  stuff.	  I	  just	  sorta	  look	  at	  it	  
and	  think	  ‘If	  people	  look	  at	  that	  they’re	  gonna	  think	  I’m	  really	  ugly,	  so	  we	  won’t	  put	  that	  on!’	  [laughs].	  	  
I	  do	  think	  about	  it	  more.	  	  But	  I	  s’pose	  if	  it	  was	  in	  my	  own	  room	  I’d	  just	  sorta	  have	  ‘Whatever’	  photos	  I	  
had	  anyway.	  
Caroline voiced concerns with vanity and body image, and a broader concern with social desirability 
that Cat expressed.  In the online-peer domain, the teens performed 'possible' or 'ideal' selves as 
expressions of who they aspired to be in the eyes of others.  This required work, to resolve 
discrepancies between, in Cat's words, 'personal' representations and how 'you want to be seen'.  
Michelle described working to create 'posery' online portrayals, and editing her photos for online 
display: 'I do edit them like black and white and stuff'.  Drawing from Harter, this work to achieve 
social desirability may be viewed as a performance to be evaluated.  Note also that accounts 
distinguished between online portrayals and domestic portrayals, and portrayals created by peers.   
Online presentations were associated with Facebook, which served as a locus for particular 
audiences.  This came to light when the researcher asked Caroline to compare different mediums of 
communication for exchanging photos online. 
Res:	  Do	  you	  send	  photos	  using	  Instant	  Messenger	  programs?	  
                                         
167 http://www.facebook.com.  Accessed 18. 04. 10.  
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Car:	  I	  have	  done,	  but	  only	  if	  it’s	  a	  picture	  of	  something	  like,	  say,	  I’d	  taken	  a	  photo	  on	  my	  phone	  of	  me	  
and	  my	  boyfriend,	  I’d	  send	  it	  to	  him	  -­‐	  on	  MSN168	  him	  or	  something	  -­‐	  cause	  it’s	  easier.	  	  But	  I	  wouldn’t	  
just	   send	  out	   all	  my	  photos	   to	   all	  my	   friends.	   	   But	   they’re	   on	  Facebook	   -­‐	  most	   of	   them,	   so	   -­‐	   yeah.	  	  
Essentially,	  people	  could	  just,	  like,	  take	  them	  off	  Facebook	  and	  have	  them	  themselves	  as	  well.	  
Different mediums of online communication seemed to afford different kinds of intimacy, 
determining an audience of one versus many.  For Caroline, Facebook served as an 'online place' for 
her peer network, and described posting photos to a defined audience as opposed to individuals.  
Further to this, the researcher found the online peer networks to be grounded in real-world 
relationships, groups and locales.  Real-world peer networks motivated online subscriptions to 
Facebook.  In general, one's choice of social network site was determined by what one's friends opted 
for. 
Res:	  So	  when	  did	  you	  first	  go	  on	  Facebook?	  
Cat:	  Erm,	  still	  at	  school	  so	  about	  two	  terms	  before	  leaving	  school.	  	  Cause	  I	  resisted	  it	  for	  quite	  a	  while	  
cause	  I	  knew	  how	  to	  work	  MySpace	  and	  I	  didn’t	  like	  the	  Facebook	  -­‐	  it	  was	  a	  bit	  ‘stalkery’.	  ...	  	  Erm,	  so...	  
yeah,	  just	  before	  the	  end	  of	  school.	  	  So	  Upper	  Six	  Year	  13,	  second	  term.	  
Res:	  And	  you	  also	  mentioned	  MySpace169.	  
Cat:	  I	  -­‐	  I’ve	  deleted	  now,	  I	  think.	  	  I	  really	  don’t	  use	  it	  at	  all.	  	  That	  was	  sort-­‐of	  Lower	  Sixth,	  Upper	  Fifth.	  	  
Cause	  I	  think	  its	  sort-­‐of	  in	  stages.	  	  There’s	  the	  MySpace	  and	  then	  there’s	  the	  University	  people	  who	  all	  
use	  Facebook,	  except	  in	  Ireland	  where	  they	  all	  use	  Bebo170,	  which	  is	  what	  we	  all	  used	  in	  the	  Thirds.	  	  
So	  now	  it’s	  all	  rearranging.	  	  I’m	  gonna	  have	  to	  make	  myself	  a	  Bebo	  account,	  cause	  no	  one	  in	  Ireland	  
uses	  Facebook.	  
Participation in school communities drove Cat's subscriptions to particular social network sites, as 
different stages at school did; upon her move to University she'd opted for Bebo. 
Not only do Cat's SNS subscriptions communicate phases of interest, they also express stages of 
growing up, articulated through the patterning of school years.  Michelle was explicit on this point.   
Mic:	  I	  used	  to	  use	  MySpace	  quite	  a	  lot	  but	  now	  I	  don’t	  -­‐	  and	  Facebook	  -­‐	  erm	  -­‐	  sometimes.	  Yeah,	  I	  kind	  
of	   -­‐	   I	   don’t	   know	  why	   but	   I’m	   not	   really	   into	   that	   any	  more.	   Erm,	   but	   I	   have	   got	   photos	   that	   are	  
downloaded	  onto	  Facebook	  just	  to,	  like,	  share	  with	  people	  that	  I	  grew	  up	  with	  who	  are	  now	  all	  over	  
the	  world.	  
In her interview, Michelle described the MySpace contents as representing her "more, like, younger".  
She compared her past and present practices, reflecting on SNS use express developmental 
transitions.  
The teens' preference for Facebook at the time of interview was reasoned in terms of how it 
supported photo sharing within the broader set of applications it offered.  The teens were explicit 
about their primary use of Facebook for photo sharing. 
Jul:	  kind	  of	  -­‐	  I	  used	  -­‐	  I	  think	  I	  do	  still	  have	  a	  MySpace,	  but	  I	  don’t	  really	  use	  it.	  	  There’s	  too	  many	  of	  
them	  and	  I	  had	  three	  at	  one	  time	  and	  I	  just	  cancelled	  them	  cause	  it’s	  just,	  I	  don’t	  know,	  it’s	  just	  too	  
much	  really	  so,	  like,	  I	  can’t	  be	  bothered	  to	  keep	  updating	  everything	  so	  I’ve	  just	  stuck	  with	  one	  now,	  
Facebook,	  which	  I’m	  kind	  of	  -­‐	  you	  know	  the	  hype	  at	  the	  beginning’s	  kind	  of	  dying	  -­‐	  phasing	  out	  now,	  
so	   it’s	   just	  mainly	   -­‐	   it’s	  mainly	   just	   photos	   I	   show	  people.	   ...	   I	  mean	   -­‐	   yeah,	   I	  mean	   -­‐	   and	   the	   odd	  
comment	  saying	  ‘How	  are	  you?’	  or	  -­‐	  that’s	  pretty	  much	  it.	  
In view of online-peer practices, it may be said that the four teens effortfully leveraged Facebook to 
                                         
168 http://msn.com.  Accessed 18. 04. 10.   
169 http://www.myspace.com. Accessed 18. 04. 10.   
170 http://www.bebo.com. Accessed 18. 04. 10.   
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cultivate socially desirable identities within their real-world peer networks.  As they transition into 
adulthood, they are found to coordinate their subscriptions to social network sites so as to carefully 
manage the form and function of their displays and the audiences that they display to. 
Positioning oneself with family 
When talking about kinds of photographic content they would be happy to show to the rest of their 
family, all the teens expressed concerns for privacy and reiterated the separateness of their peer 
activities from family life.  Making one's family privy to aspects of one's social life could cause 
'embarrassment'.  Julie explained that privacy concerns extended to her bedroom space and described 
the kinds of content that she deemed appropriate for other spaces in the home. 
Jul:	  There	  are	  some	  photos	  of	  Sam	  and	  I	  -­‐	  my	  boyfriend	  -­‐	  that’s	  a	  bit	  personal	  for	  me	  -­‐	  I	  wouldn’t	  even	  
display	   that	   in	   my	   room.	   	   There’s	   one	   upstairs	   actually	   of	   me	   and	   Sam	   and	   I’m	   so	   scared	   about	  
showing	  -­‐	   I	   felt	   really	  weird	   showing	  parents	  that	  picture	  cause	  I	   thought	   it	  was	  really	  personal	   to	  
me.	   ...	   	   Yeah,	   I	   think	   to	   family	   it	   would	   be	   either	   photos	   directly	   of	   the	   family	   or	   what	   we	   -­‐	  our	  
holiday,	  our	  experiences,	  not	  necessarily	  just	  mine.	  	  Like,	  if	  I	  have	  pictures	  of	  my	  friends	  at	  a	  party,	  I	  
[laughs]	  -­‐	  I	  wouldn’t	  really	  show	  -­‐	  like,	  want	  to	  display	  it	  downstairs.	  	  It	  would	  be	  a	  bit	  too	  personal.	  	  I	  
don’t	  know.	  
R:	  And	  you’re	  saying	  in	  your	  room	  too.	  
Jul:	  Yeah,	  I	  tend	  to	  not	  want	  to.	  ...	  	  Yeah	  cause,	  you	  know:	  parties	  and	  things	  [laughs],	  you	  think:	  there	  
are	  some	  funny	  photos	  but	  you	  don’t	  think	  they	  should	  be	  displayed	  in	  your	  bedroom	  where	  parents	  
can	  go	  in	  and	  see	  them,	  yeah.	  	  Maybe	  that’s	  just	  me.	  
Home displays, including teen bedroom displays, ‘should’ represent shared family experiences 
capturing household members doing things together.  This was echoed by the other teens.  It was not 
just her parents viewing her photos that concerned Julie.  She feared being teased by her sisters: 'I 
don’t display many photos in my room because I’m worried what - I dunno - my sisters could tease 
me: "your friends look so weird!"'.  The physical environs of the home were found to play a central 
role in the presentation of self to family.   
The degree to which the teenage bedroom was perceived as a private and personal space varied 
across the accounts, and found to very much depend upon the domestic order established in the 
different households.  For Julie, being in her bedroom felt like being in her parent's space and, as 
such, her bedroom was associated with the various constraints imposed via parental rules at home. 
Jul:	  I’ve	  never	  been	  allowed	  posters	  in	  my	  room	  anyway	  [laughs].	  	  So	  it’s	  kind	  of	  like	  I’ve	  still	  stayed	  on	  
those	  kind	  of	  ground	  levels	  of	  not	  having	  too	  many	  pictures	  up	  in	  my	  room,	  which,	  I	  don’t	  know	  -­‐	  it	  
would	  be	  a	  bit	  strange	  -­‐	  I’d	  never	  stick	  a	  picture	  up	  of	  like	  a	  celebrity	  that	  I’d	  fancy	  because	  [laughs]	  
my	  parents	  always	  used	  to	  go	  on	  about	  things	  like	  that	  [laughs].	  
Julie accepted the domestic order, continuing to 'stay on those grounds'.  She recognised that, until 
leaving home, this was the status quo. 
Jul:	  I	  guess	  when	  I	  go	  to	  Uni	  I’ll	  have	  lots	  of	  photos	  up	  I	  think.	  	  I	  think,	  you	  know,	  when	  you	  get	  past	  
that	  stage	  of	  living	  at	  home	  you’d	  get	  like	  a	  big	  -­‐	  what	  d’ya	  call	  it?	  -­‐	  a	  cork	  board.	  	  I’ll	  probably	  have	  
loads	  of	  photos	  there	  because	  it’s	  kind-­‐of	  my	  own	  little	  space.	  	  But	  at	  the	  moment	  it’s	  just	  my	  room	  
my	  parents'	  house.	  	  I	  don’t	  know:	  it	  doesn’t	  feel	  like	  I	  can	  display	  that	  many.	  
Acceptance of parental constraints in the offline-familial domain formed part of Julie's transition into 
adulthood. 
Cat voiced something different.  
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Cat:	  (Y)our	  bedroom	  is	  generally	  just	  you.	  	  So	  that’s,	  sort-­‐of,	  the	  inner	  sanctum	  of	  the	  house	  and	  stuff.	  
She contrasted the privacy of her bedroom to other rooms in the home. 
R:	  and	  the	  rest	  of	  the	  house:	  would	  you	  ever	  think	  about	  wanting	  to	  display	  your	  own	  photos?	  
Cat:	  Yeah!	  	  Yeah!	  ...	  Obviously	  of	  a	  certain	  kind	  like,	  things	  that	  I	  would	  deem	  appropriate	  for	  anyone	  
to	   see,	   sort	   of	   thing.	   I	  mean	   you’ve	   gotta	   be	  more	   careful	   with	   that,	   whereas	   your	   bedroom	   -­‐	   just	  
whatever	  you	  like.	  
Caroline and Michelle shared Cat's sense of liberty about displaying 'whatever she likes' in her 
bedroom. The researcher asked the girls to consider what they might display on a digital photo frame, 
if it was situated in their respective bedrooms.  It transpired that they felt they could display the 
same kinds of content regardless of display format (e.g. whether printed or displayed digitally). 
Opportunities for establishing separateness from family online were of great significance to Julie, 
given the privacy concerns just described. 
Jul:	  my	  parents	  don’t	  know	  how	  to	  use	  Facebook	  so	  there’s	  no	  way	  they	  can	  see	  those	  photos	  that	  are	  
on	  there	  [laughs]!	   ...	   	  But	  of	  course	  there	  aren’t	  any	  dodgy	  ones,	   just	  very	  -­‐	  about	  me.	  But	  there	  are	  
some	  that	  are	  just	  -­‐	  I	  dunno	  -­‐	  of	  my	  friends,	  or	  of	  me	  and	  my	  friends.	  	  
As Julie's parents didn't know how to use Facebook, she could use it to display her photos exclusively 
to her friends. 
The teens described various strategies for establishing and maintaining personal privacy at home.  Cat 
described being obliged by her parents to solely access the Internet via the family computer.  Her 
own laptop was not connected to the Internet and was used "strictly for school work". So the family 
computer acted as an intermediary store for personal content that she wanted to post online.  Cat 
had to find a way to partition off private space so that other family members couldn't see her photos.  
She did this by creating directories in obscure places on the hard drive, with obscure labels. 
Cat:	   	   It	  does	  say	   ‘Cat's	  stuff’	  and	   it’s	  hidden	   in	  quite	  an	  obscure	  place.	   	   It’s	  hidden	  under	   ‘Hadrian’s	  
Wall	  Photos’	  so	  [laughs]	  I	  don’t	  really	  see	  many	  people	  going	  in	  there.	  
Despite viewing her bedroom as her 'inner sanctum', Cat remained concerned about her parents 
monitoring her bedroom displays, and described other means to maintain personal privacy there. 
Cat:	  if	  you	  come	  in	  they're	  all	  tiny,	  ...	  and	  you	  can’t	  really	  see	  them	  from	  that	  far	  off.	  	  You	  have	  to	  be	  
sort-­‐of	  [gestures]	  back	  here	  to	  see	  them	  properly.	  
Photos on Cat's bedroom wall were printed so small that, from the doorway to the bedroom, their 
content couldn't easily be viewed. 
The temporal framing of photo displays was significant for displaying photos to family.  Caroline 
articulated this when talking about the difference between an ambient or 'permanent' home display 
and the act of temporarily showing photos to the rest of her household. 
Car:	  It’s	  not	  that	  I’d	  wouldn’t	  want	  them	  to	  see,	  and	  it’s	  not	  that	  I	  would	  go	  ‘No,	  that’s	  my	  photo,	  you	  
can’t	  see	  that!’.	  I	  probably	  would	  show	  them	  and	  say	  ‘Look,	  this	  is	  what	  we	  did	  last	  night	  and	  this	  is	  
me	  and	  this	  is	  so	  and	  so’.	  But	  I	  wouldn’t	  want	  it	  to	  be	  on	  display	  for	  everyone	  to	  see.	  Like,	  I	  wouldn’t	  
mind	  showing	  people,	  that’s	  fine,	  but	  I	  wouldn’t	  want	  everyone	  to	  see,	  and	  especially	  if	  other	  people	  
are	  coming	  in	  the	  house	  and	  stuff.	  If	  they’re	  my	  photos	  then	  they’re	  my	  photos	  and	  I	  want	  to	  be	  able	  
to	  have	  the	  control	  to	  show	  someone	  if	  I	  want	  to	  show	  them.	  	  
Caroline wanted to be able to carefully coordinate what she showed to who and when.  For this 
reason, the idea of displaying personal collections ambiently and permanently in the home was not 
appealing.  Julie expressed something similar, valuing the opportunity to display some of her personal 
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photos, but only on the condition that displays were ephemeral and expressed casualness and 
contingency.  Significantly, she was concerned for her displays to fit into the broader expressions of 
the family. 
As much as they sought privacy, the teens also wished to represent themselves as part of their family.  
They had a clear sense of what to include.   
Car:	  I	  probably	  wouldn’t	  have	  so	  many	  pictures	  of	  myself	  on	  my	  own	  [laughs]	  or	  else	  it	  would	  be	  a	  bit	  
vain.	  ...	  I	  think	  if	  it	  was	  gonna	  be	  a	  permanent	  display	  I’d	  only	  have	  one	  or	  two	  of	  me	  and	  all	  the	  rest	  
would	  be	  of	  me	  with	  people,	  mostly	  me	  with	  my	  sister,	  probably	  [laughs].	  
Home displays were about shared family experiences, and content should display members captured 
together.  Michelle echoed Julie (above) about her choice of ‘familial’ content. 
Mic:	   (T)he	   ones	   that	   I	   would	   display	   in	   my	   home	   will	   be	   of	   family	   and	   the	   things	   we’ve	   shared	  
together,	  not	   just	  my	  own	  memories.	   	  Cause	   if	   I	  displayed	  a	  photo	  of	  me	   at	  a	  party	   they	  wouldn’t	  
share	  the	  same	  funny	  memories	  that	  went	  on,	  you	  know,	  whereas	  if	  I	  displayed	  something	  that	  they	  -­‐	  
we	  could	  all	  like,	  you	  know,	  talk	  about.	  
Appropriateness was established using clear content criteria.  
'Familial proximity' was expressed through means other than the content of photos.  The ad-hoc 
capture and exchange of digital photos between household members promoted intimacy.  For 
example, Michelle described using photography and Google Talk171 to keep in touch with her sister, 
Christine, who was at University in another country. 
Mic:	  (Y)esterday	  I	  bought,	  like,	  these	  skiing	  boots	  so	  then	  I	  wanted	  to	  quickly	  like	  show	  Chris	  them	  so	  
then	  I	  quickly	  took	  a	  shot	  and	  then	  put	  them	  on	  to	  my	  computer	  and	  then	  sent	  a	  file	  to	  her	  through,	  
er,	  Google	  Talk.	  	  So	  -­‐	  and	  then	  she	  like	  got	  it	  within	  like,	  you	  know,	  under	  a	  minute	  and	  she	  was	  just	  
like	  'oh	  yeah	  they’re	  so	  cool'.	  	  
Michelle described missing her sister and the instance of capturing a 'here and there' photo in a 
spontaneous fashion; sharing the photo in real time was significant for maintaining a sense of 
everyday intimacy.  After moving away to University, Cat sent camera-phone photos to her mother 
(Maman), to serve a similar communicative function.  In this case Cat was the one located remotely. 
Cat:	  There’s	  a	  photo	   that	   I	   took	   to	   send	   to	  Maman,	  of	  my	   first	  ever	  pork	  chop	   that	   I	   cooked	  all	  by	  
myself.	  	  Literally	  burnt	  it	  the	  whole	  way	  through.	  	  So	  that	  was	  a	  black	  blob.	  	  And	  Christmas	  lights	  on	  
Grafton	  Street.	   	   Just	   things	   I	  want	  to	  show	  Maman	  sort-­‐of	   immediately,	  when	  the	  Christmas	  spirit	  
overtook	  me,	  probably.	  
The immediacy of the exchange was central to the sense of intimacy fostered.  As with Michelle and 
Christine, Cat and her mother were located in separate countries.  In this instance, Cat was using her 
'poor quality' camera-phone that captured referents as 'blobs', indicating that the photo was not sent 
to serve an aesthetic function, but rather as a means of making contact and sharing experiences.  In 
this case, contact involved sharing a rite of passage. 
                                         
171 http://www.google.com/talk/.  Accessed 04. 05. 10.  
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9.5 Study Three Discussion 
The findings will now be unpacked in relation to the broader concerns of the project. In contrast to 
previous findings, in which photos of joint family activities were depicted in albums, frames and 
other surfaces in the home, these interviews revealed a practice almost entirely hidden from parents, 
in which teens shared pictures of themselves and their friends through the screens of their Internet-
enabled computers.  Such representations resided in the online-peer domain, on social network 
accounts inaccessible to both parents (and, in some cases, the general public), displayed only to 
'validated friends'.   
This online-peer network turned out to be a safe place in which teens used photo-mediated 
communication to consolidate existing friendships and ‘try on’ multiple, alternative selves in a 
critical phase of their self-development.  The photo-sharing technology used in this context provided 
a new medium through which teens could break away from their childhood identities and literally 
‘leave home’ to inhabit another social space online.  However, unlike the somewhat fantastical 
identities expressed as characters in on-line games, identities in social network sites like Facebook 
appeared to be altogether more true to life, reflecting mixtures of characteristics of real and 
idealised selves enacted in the context of important relationships.  A key factor and agent is the 
photo itself, which, as a representation of 'reality', cannot lie, but can and is used creatively with 
accompanying words to stretch the truth.  
The discussion to follow centres on a key phenomenon to emerge from accounts, that online self-
representations shape and are shaped by 'real-world' self-processes.  To expand on this, the discussion 
will, first, consider the social functions of online and offline representations and, second, consider 
how these representations affect self-processes and self-development. Next, the place of teen 
expression within family power relations and the politics of family representation will be discussed, 
including how teens negotiate autonomy with their parents.  The significance of privacy boundaries 
and the partitioning of family life for intergenerational intimacy will also be considered. 
This will lead to some thoughts on the implications of the findings for the design of domestic display 
technologies.  What do the accounts of these four teens contribute to an understanding of home 
curation from a teenage perspective?  How do they contribute to an understanding of the Study Two 
findings?  And, finally, what do they contribute, more generally, to an understanding of emerging 
representational practices?  
9.5.1 Online Selves are Real Selves 
To elaborate on these points, it appears significant to us that, at the time of the study, all four girls 
used Facebook as their social network site of choice.  An important signifier of real-world 
connectivity, drawn upon in much of the literature, is the Facebook policy by which membership to 
online networks is authenticated.  Networks, in Facebook terminology, are group memberships and 
are typically tied to institutions.  This is largely because Facebook was founded within an institutional 
community.  An application to join a given Facebook 'network' requires the use of the affiliate email 
address belonging to that network.  For the teens participating in the current study, this included 
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their school email addresses.  Zhao et al. point out that because online self-representations are 
'anchored to offline communities' of accountability online selves become just as morally and socially 
accountable as offline selves (2008, 1820).  The authors use the term nonyminity to describe this 
real-world and 'institutionally bound' identification. 
This idea that online selves are real selves is supported by empirical reports in the existing social 
science literature on young people's use of social network sites (Livingstone, 2008, Manago et al., 
2008, Subrahmanyam et al., 2008, Zhao et al., 2008, boyd, 2008, boyd and Ellison, 2008).  These 
accounts feature the 'emerging adult population', not least because adolescents are recognised as 
heavy users of social network sites, and more 'addicted' than 'older' adult users (Rosen et al., 2008, 
Lenhart and Madden, 2007).  Many authors report their participants' tendencies to use these sites for 
cultivating offline friendships (Lenhart and Madden, 2007) rather than for initiating new ones (Ellison 
et al., 2007). 
Self-construction 
Leading from this, much of the literature supports the idea that online and offline worlds are 
"psychologically connected" (Subrahmanyam et al., 2008, 421).  That is to say, online self-
representations impact upon self-processes and psychological functioning.  This idea is based on 
recent empirical findings from studies that have aimed to relate social network use to self-
construction in emerging adulthood (Ellison et al., 2007, Subrahmanyam et al., 2008, Zhao et al., 
2008).  Indeed, some reports suggest that the use of social network sites "like Facebook" to cultivate 
friendships "may play an important role in psychological development", Ellison et al. (2007) cited in 
Steinfeld et al. (2008, 435).  Other empirical findings support this idea, see: (Montgomery, 2005, 
Connolly et al., 2000, Brown, 2006). 
These speculations can be related back to the conceptual underpinning of the thesis: that self-
processes play a functional role in development; and that the nature of these self-processes emerges 
from social interaction.  Through this lens, the self is considered, not an epiphenomenon, but rather 
as "a dynamic actor, playing a variety of roles" (Harter, 2003, 611).  Sonja Livingstone (2008)(2008) 
picks up on this in her own empirical studies of teen social networking in the UK.  In the following 
extract, she connects the phenomenon of social networks to Mead's conceptual distinction of 'I' and 
'me'.  
(F)ollowing	  Mead's	  (1934)	  fundamental	  distinction	  between	  the	  'I'	  and	  the	  'me'	  as	  twin	  aspects	  of	  the	  
self,	  social	  networking	  is	  about	  'me'	  in	  the	  sense	  that	  it	  reveals	  the	  self	  embedded	  in	  the	  peer	  group,	  as	  
known	  to	  and	  represented	  by	  others,	  rather	  than	  the	  private	   'I'	  known	  best	  by	  oneself.	  (Livingstone,	  
2008,	  400)	  
Building on Mead's distinction, Livingstone describes the use of social network sites as 'embedded' in 
self-other relations.  This conception of the online social self can be developed further from a 
dialogical perspective (Hermans and Kempen, 1993) and, specifically, in relation to Bakhtin's 
formulation of 'I-for-myself', 'I-for-others' and 'others-for-me'.172  For the purposes of this discussion, 
online representations can be reconceptualised as multiple 'I-positions' that engage with each other in 
dialogue, within a given peer group (interpersonal dialogue), multiple peer groups (intergroup 
                                         
172 See section 2.2.6. 
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dialogue), and within the minded self (intrapersonal dialogue). 
Some literature develops the idea that the nature of self-other relations forged by teens, online and 
offline, is indicative of a particular stage of adolescence.  As discussed in Chapters Two and Five, late 
adolescence is characterised as a time when teens place particular significance on fostering intimate 
relationships (with peers as well as family). In the process of fostering intimacy, they 'try out', cast 
aside, and integrate various possible selves to define who they are and how they relate to others.  
Subrahmanyam et al. (2008) observe that the emerging adults draw upon the online tools to address 
offline issues. The Study Three findings suggest that teens' subscriptions to social networking sites 
mark various life stages and Livingstone found something similar in her studies of mid-adolescent 
teens: "often media choices are used as marker of relative maturity"; "in relation to social 
networking, such identity development seemed to be expressed in terms of decisions regarding the 
style or choice of site" (Livingstone, 2008, 400).  
Leading from this is question of whether or not uses of social network sites say more about a 
particular time in teenagers' lives, a particular developmental stage, than they do about the take-up 
of novel tools, future trends of technology use, and, more generally, the 'social shaping of technology' 
(MacKenzie and Wajcman, 1985) and future trends.  Leaving the debate aside, it is clear that the 
choice of site that teens subscribe to, along with the many other decisions they make when 
positioning themselves online, are a means to cultivate and maintain intimacy with friends and 
family.  Moreover, this 'relationship-building' is considered as integral to the functioning of the 
developing self. 
Social desirability 
Teens seem to place considerable significance on creating online self-representations that they think 
will please others.  In-keeping with the above, one could suggest that, as a function of selfhood, such 
performances shape self-evaluations; the quest for social desirability may shape teen aspirations to 
perform 'ideal selves' that differ from 'actual selves' (Harter, 1999, Harter, 2003). Ellison et al. claim 
“there is also growing evidence that Internet use in general, and social network sites like Facebook in 
particular, may be associated with a person's sense of self-worth and other measures of psychosocial 
development” (Ellison et al., 2007, 435).  Further to this, such self-evaluations are found to have 
positive and negative effects.  Social relationships, cultivated online, are found to produce social 
capital (ibid, 435) especially in cases of teens with low overall self-worth that find it hard to network 
offline (Steinfield et al., 2008); and the same sites have also been found to produce social 
expectations of desirability (Manago et al., 2008, Zhao et al., 2008). Zhao et al. have looked at 
identity-formation within online friendship networks on Facebook and show how attempts to resolve 
discrepancies between 'ideal' and 'actual' selves may introduce social pressures. Such pressures, they 
suggest, feed ideas for self-enhancement.  
The desktop editing of photos provides a good example of digital manipulation in the service of self-
enhancement, as voiced in the findings above by Michelle and Caroline.  Photo sharing was found to 
be the primary form of online communication for the teens in the current study, and photos were 
central to online expression.  Profile pictures used by participants in the study were of particular 
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significance, and the subject of great effort to communicate specific emotions and ‘looks’.  Zhao et 
al. (2008) have used their own empirical findings to reflect on photo-mediated communication on 
Facebook and its role in self-construction.  The authors show that many more photos are posted 
online than textual expressions, and introduce the concept of the 'visual self' to describe what they 
find to be a salient Facebook phenomenon: a self-representation that is projected predominantly 
through photography. They speculate why photos may be so efficacious in cultivating social 
desirability (Zhao et al., 2008, 1826).   
A	  better	  way	  to	  present	  oneself	  to	  strangers	  as	  well	  as	  friends	  is	  therefore	  to	  "show"	  rather	  than	  "tell"	  
or	   to	  display	   rather	   than	  describe	  oneself.	   	  Moreover	  a	  picture	   is	  more	   than	  a	   thousand	  words	  and	  
positive	  remarks	  from	  others	  are	  more	  effective	  than	  self-­‐praise.	  [Zhao	  et	  al.,	  2008:	  1826]	  
Reflecting on the visual communication, Cat's sentiments about being seen to be 'in the midst of the 
world' may be juxtaposed with Rose's concept of 'spatial proximity' in her accounts of mothers doing 
photography and their relationships to photos’ referents.  What is also interesting about this excerpt 
is the authors' finding that people value representations created by others, over self(-made)-
representations, because the former are perceived to be more believable. Walther et al. (2009) have 
also observed this phenomenon in their study of 'Warranting theory' and Facebook use. 
 Photo displays are key agents, then, in online bids for popularity.  Not only do they afford 
physiological transformations of the self via the creation of ideal selves, they also create presence 
and show social proximity, or, in Cat's words, 'being in the midst of the world'.  They do this whilst 
obfuscating the need to articulate self-descriptions in a literal sense.  Proximity is expressed visually. 
9.5.2 Privacy & Parental Mediation 
The online representation of self and family can be discussed further in terms of how teens negotiate 
autonomy with their parents.  All teens described their online-peer activities as being separate from 
family life.  They also expressed concerns for keeping other aspects of their life, notably 'offline-peer' 
activities, private in this domain.  Content-wise, any referent with sexual connotations was mostly 
kept private, including that capturing 'boys', 'boyfriends' and friends socialising at 'parties'.  Cat, 
Michelle and Caroline felt that they could display some of these referents in their bedrooms, but 
remained sensitive to issues of self-disclosure in that space.  In Study Two and using Photoswitch as a 
thinking tool, teens' voiced their desire for a personal, digital display device for their bedrooms that 
they could manually control for different audiences.  Study Three accounts revealed the girls 
carefully managing bedroom displays for privacy; recall Cat printing photos at a small scale for her 
bedroom so that they could only be viewed close up; when standing at the door to her bedroom, her 
parents couldn't see them.  Disclosure was carefully coordinated across online and offline domains, 
with 'risks' being different in the different domains.  Julie, who felt that she couldn't display any such 
photos in her bedroom, was somewhat compensated by confidence that her parents wouldn't see her 
online displays: 'my parents don't know how to use Facebook'; the nature of her display-making was 
determined by her different perceptions of self-disclosure to parents across the two domains. Hence, 
self-promotion in the online-peer domain was carefully balanced with self-disclosure in the offline-
familial domain. 
Intergenerational perceptions of 'risk' associated with the online disclosure first emerged in the 
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analysis of Study One, sparking discussion on the parental monitoring of online teen displays within 
the domestic order.  Following Study One, it has been established that parents are somewhat 'in the 
dark' about their teens' online activity and do not actively monitor it.  Across Study One and Study 
Two, Yvonne, Sue, Lara, Rosemary, Kath and Hisako have voiced this explicitly.  Existing literature on 
the subject has shed further light: empirical studies by others show that teens' perceptions of online 
threats to privacy differ greatly from their parents'; this is explained in terms of parental ignorance of 
teen online-peer activity, which, in turn, is explained by parents' relative lack of self-efficacy in 
online domains.  The discussion in this section attempts to make a further contribution to this 
discourse on online parental mediation with respect to 'online curation', to the extent that it involves 
teens connecting out of the home environs.  Specifically, the online representation of self and family 
can be discussed further in terms of how teens negotiate autonomy with their parents.  This online 
expression is related to other ways in which teens negotiate privacy at home. 
Online disclosure 
Some recent studies are focused on how teens, in their display making, work to achieve a balance 
between opportunity and risk.  Livingstone points out that 'the online realm may be adopted 
enthusiastically' by teens 'because it represents "their" space, visible to the peer group more than to 
adult surveillance, an exciting yet relatively safe opportunity to conduct the social psychological task 
of adolescence - to construct, experiment with and present a reflexive project of the self in a social 
context' (Livingstone, 2008, 396).  This idea chimes with Julie’s story, just given.  In Livingstone's 
view, 'online opportunities and risks are interconnected' (ibid, 397).  Tufekci also views disclosure as a 
balancing act between self-promotion and privacy, but uses a theoretical lens that somewhat 
collapses the dichotomy presented by Livingstone, suggesting that the desired outcome in privacy 
management is not necessarily 'social withdrawal', but rather the careful coordination, or curation, of 
'access to the self' (Tufekci, 2008, 22).  This theory acknowledges the significance of self-disclosure as 
self-promotion; and as Tufekci stresses, 'kids want to be seen' (ibid, 20, original emphasis).  
The delineation of the home's physical space was found to be an important means to manage 
disclosure in the offline-familial domain: for example, the teens distinguished between their bedroom 
representations versus displays elsewhere in the home.  Also, the physical spaces of home were 
cleverly choreographed, as Cat showed by printing photos 'small' for her bedroom wall; here she was 
found to work with the physical space to establish a particular degree of visibility to those who came 
into it.  Physical boundaries served to constrain the use of tools, too: Cat preferred to use her mum's 
camera and camera-phone because they produced better quality images than her own devices; 
however she could only borrow these cameras inside the walls of the house, and this situated use was 
demarcated in terms of time as well as space.  
Parental perceptions to online disclosure have already been discussed to some extent in relation to 
the Study One findings.173  In light of Study Three, another question might be entertained: how might 
parental perceptions of online disclosure influence teen perceptions and behaviours?  To reflect on 
this, the discussions following Study One and Study Two respectively, on the parental mediation of 
                                         
173 See section 5.6.3. 
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online displays, can be re-engaged and brought together.  Specifically, account of Authoritative 
parenting given by Baumrind (1991) and introduced in Chapter Five, can be related to Goldberger's 
(1986) 'ways of knowing', introduced in Chapter Eight.  To recap, Authoritative parenting is seen to 
involve more parent-teen dialogue about Internet use and content (Eastin, Greenberg and Hofschire, 
2006; Rosen et al., 2008).  This style of parenting may be aligned with Goldberger's (1996) 
'Constructed and Procedural 'ways of knowing, which promotes dialogical exchange and engagement 
with alternative points of view.  This coupling resonates with findings that Authoritative parenting is 
associated with 'responsible' teen behaviour - with teens disclosing less personal information, and 
with parents expressing conviction about knowing what their teens disclosed.  Rosen and colleagues 
summarise this well in the following extract.  
A	  convergence	  of	  findings	  showed	  that	  an	  Authoritative	  parenting	  style	  was	  related	  to	  fewer	  high-­‐risk	  
online	  behaviours	  on	  the	  part	  of	  teens,	  for	  example,	  low	  rates	  of	  disclosure	  of	  personal	  information	  of	  
all	  kinds	  and	  a	  low	  rate	  of	  meeting	  acquaintances	  in	  the	  real	  world.	  	  These	  results	  validate	  and	  extend	  
the	   findings	   of	   Eastin	   (2006)	   and	  Greenberg	   et	   al.	   (2002)	  which	   showed	   that	  Authoritative	   parents	  
were	  more	  likely	  to	  mediate	  their	  children's	  media	  use.	  (Rosen	  et	  al.,	  2008,	  468)	  
Although they don't make it explicit, the authors imply here that a particular approach to parenting 
promotes the moral, social ordering family life towards better (safer) life experiences for both 
parents and teens.  They imbue their findings with an emotional-volitional tonality, recommending 
that the adoption of an Authoritative parenting style would "help ensure safety on the Internet" (ibid, 
470).  Relevant to this project and the advocation of dialogical exchange put forward following Study 
Two, these authors recommend that a parent-teen dialogue should be created, so that "limits are set 
with input from the teenager" (ibid); "(p)arents need to learn more about what their teens are doing" 
they conclude (ibid).  
Another important point needs to be made here, in relation to the intergenerational coordination of 
self-disclosure and dialogical understanding.  In the Study Two discussion, and drawing from 
Bakhtinian theory, it was proposed that (i) dialogue promotes affinity and (ii) boundaries promote 
intimacy.  Bringing the Study Three findings together with these ideas, it is suggested that design 
could be harnessed to support 'boundary talk' about the online-peer and the offline-familial domains, 
so that curators might 'manage' the moral, social ordering of the home whilst promoting both familial 
proximity and teen autonomy. 
Boundary management at home 
As discussed above, physical and spatio-temporal boundaries may be obscured by the overlapping of 
physical and virtual spaces, increasing the complexity of boundary management in computer-
mediated communication (Palen and Dourish, 2003).  Home computers, including laptops, camera-
phones and family desktops, are sites or platforms that enable this overlapping of physical and virtual 
spaces.  The shared use of computers generates some particularly interesting findings about boundary 
management.  It is found that teens had to compartmentalise their photos and photowork on the 
family (or shared) computers to prevent parental disclosure; for example, Cat described finding her 
own way to 'ring-fence' private space for storing personal photos.  Significant here is that, as much as 
this private space served as an archive for personal media, it also served as a conduit for distribution: 
Cat had to use the family computer in order to post photos to the online-peer domain, whilst 
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retaining boundaries of parental disclosure.  Julie operated in a similar fashion, 'territorialising' her 
mum's laptop to move photos and possibly other content, from home, into the online-peer domain.  In 
both cases, the teens' use of these 'conduits' had to be negotiated with their parents because, 
although open to shared household use, both computers remained under parental governance.  This 
implies that the physical environs of home, and the spatio-temporal boundaries established therein, 
remain an important factor in the choreography of online disclosure. 
Another key finding is that 'boundary work' was not just about privacy and disclosure; it was also 
about establishing different domestic activities within the household, and not disrupting or 
interfering with others' domestic activities.  Cat was most explicit about this: describing her 
photowork on the family computer, she stressed her endeavours to work with duplications of her 
mother's photos without editing the originals.  This sensibility was echoed with the negotiated use of 
parents' photographic and computer-related equipment. 
The significance of boundaries and the 'ring-fencing' of private space on shared, 'family technologies' 
has been fore grounded in a recent HCI study involving the deployment of a novel family archiving 
device in family homes (Kirk et al., 2010).  The authors report a number of interesting findings that 
resonate with the Study Three analysis.  Although the authors' device was originally designed to 
support collocated within-household collaboration around artefacts including photos, it was found 
that members only collaborated in 'specific circumstances'; much of the time they used the device on 
their own, for individual archiving work, or for reflexive forms of interaction.  Of relevance here is 
the authors' argument that shared devices like the family computer need to be designed to support 
'the partitioning of family life' as much as they support collaboration.   
Given the ongoing role of mothers in curating family representations for offline display, reported in 
Chapters Five and Seven, it has been fascinating to observe a parallel online behaviour in their teens.  
It is assumed that this is a recent phenomenon enabled in particular by social network sites such as 
Facebook, and shaped by authentication policies that favour existing over new contacts.  Though 
mothers might be surprised to see the photographic content shared by their daughters in this way, 
they should recognise the curatorial motivation to portray idealised images of self and family to 
others.  This is the very same drive that has been found to underlie mothers' own behaviour in 
assembling traditional family albums, and reveals again how everyday practices are often transposed 
to new media, albeit in a modified form.   
Findings on the lives of teens in the online-peer domain point to ethical concerns surrounding 'digital 
parenting' (Rode 2009) and the 'generational divide' (Byron 2008).174  It may be suggested here that, 
by acknowledging the developmental imperative for teens to explore multiple identities, parents 
may, in turn, acknowledge (i) the presence of the online-peer domain and (ii) the need for it to be 
mainly separate from family life.  By establishing 'dialogical understanding' with their teens on the 
boundary work involved to coordinate multiple representations, parents may facilitate the 
responsible co-management of this 'other domain'.  In a broad sense, the concept of home curation 
                                         
174 http://www.telegraph.co.uk/technology/news/6266315/Children-with-internet-in-bedroom-nearly-double-in-
two-years.html.   Accessed 08. 10. 10. 
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may be extended to include online portrayals; and the representation of self and family may be 
reconceptualised as a creative process that engages multiple voices as a feature of social functioning 
and a product of photography's digitisation.   
This dialogical exchange may be dubbed ‘boundary talk’ and connected more generally to the parent-
teen communication characterised by an Authoritative parenting style (Eastin et al., 2006, Rosen et 
al., 2008) and a Constructed epistemology or 'way of knowing' (Goldberger, 1996, Holmes et al., 2008, 
Ricco and Rodriguez, 2006).  
A couple of design implications follow from these findings. A challenge may be presented to designers 
to design for boundary talk on shared family photoware. This means designing to support the 
different intergenerational intentions and desires brought to photographic practice. Design 
considerations mediate both the case for supporting teen autonomy and the case for arbitrating the 
representation of the household-at-large for the sake of the domestic order.  Arguably, photoware 
could be designed to facilitate the fostering of dialogical understanding about individual photowork 
(including photo displays) at the real-world boundaries of (i) partitioned personal space on a shared 
device and (ii) in occasioned use.  This design suggestion will be developed in the final chapter of the 
thesis. 
A further point should be made in closure to this section.  Teen photo displays were not just about 
establishing and maintaining separateness from family; teens also described how they served to 
establish and maintain familial proximity across physical and semantic boundaries.  In one example, 
Cat sent her mother, from Dublin, a camera-phone photo of the first meal she cooked for herself at 
University.  In the other, Michelle, still living at home, sent her older sister, who was at University in 
Cape Town, a photo of something that she wants her opinion on with mind to purchasing. In both 
cases, sending the photo was part of real-time, synchronous communication with the physically 
separated 'other'. This created a sense of proximity between the members in spite of their physical 
distance. Photo-mediated messages can make geographically distanced family members proximal to 
home. Michelle sends the photo from her laptop in her bedroom, making 'Home' part of the message. 
Yvonne receives Cat's photo when she is at home.  For Yvonne, this creates a sense that her daughter 
is present at 'Home'; and, for Cat, a sense that she is part of the home's activities even though she has 
moved away. It is striking that, in the case of Michelle, above, the function of the message to her 
sister is both functional and affective, demonstrating the complexity of the sibling relationship and 
the potential richness of the message itself.  This observation builds upon Kindberg and colleagues’ 
(2005) findings on the affective and functional uses of photo-messaging. Altogether, they demonstrate 
the value of the technologies for affording what Sellen and colleagues refer to as  'Social Touch' 
(2006, 388):  a communicative gesture that expresses, in this case, 'family in mind'. 
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9.6 Study Three Conclusions 
It is worth pointing out that, at the time of writing, very few social scientific studies have been 
published on the use of social network sites by British teens175, although there are numerous US 
studies of American teen use.  Furthermore, there are apparently no Anglo-American studies that 
have considered how teens coordinate online self-presentation with offline self-presentation at home.  
This study may therefore contribute novel insights to this literature. 
The study had the following objectives, to: (i) broadly explore teen photo practices in the home; (ii) 
identify features of teen photo display practices that intersect with the domestic order; (iii) explore 
teens' use of online (Internet-enabled) platforms for self and family representation; and (iv) produce 
implications for technology design that follow from these explorations. 
The online world was found to play a central role in teenage self-representation through displays 
created and coordinated in the home at the site of shared or personal computers.  Two significant 
domains of activity were distinguished within the teen accounts: the online-peer domain; and the 
offline-familial domain.  This distinction re-frames the concept of the curatorial domain from the 
teenage perspective, whereby, for the most part, the curatorial domain becomes the offline-familial 
domain.  The online world and the activities that take place within it did not feature to any 
significant degree in the previous studies, only in the Study One interviews between the researcher 
and teens without their parents. 
Accounts showed an effortful form of self-presentation online, akin to the curatorial work of mothers 
in the physical home environs.  Photo display was managed as a private activity divorced from photo 
circulation in the family, giving it a secret character from a parental perspective and a consequent 
freedom from parental control.  This freedom was used to explore alternative self-representations 
with real friends in an online-peer domain, through the careful capture, manipulation and selection 
of photos. As such, the use of social network sites and other online display platforms was found to be 
integral to real-world social interaction and self-functioning.  Also, teens did not consider the online 
world to be a place for representing their family, nor for representing them as part of their family.  
As implied by the terminology coined during the analysis, that is, 'online-peer' and 'offline-familial', 
the online world is exclusively for self-representation separate from family life.   
How the aforementioned domains intersect was a matter of great consequence for teenage 
expression.  At home, access to the online-peer domain and teenage photowork required, in many 
cases, the negotiation of access to parental resources including cameras, camera-phones, Internet-
enabled computers and other wireless communication devices. Online expression and access to 
resources was also, to a large extent, contingent on parental control of the domestic space, governed 
with clearly articulated spatio-temporal boundaries.  Although they had a relatively free reign in the 
online-peer domain, teens needed, at times, to use (territorialise) parental or shared 'family' devices, 
within their governed space, as something of a chicane or stepping-stone to the online platform. 
                                         
175 Recent studies published by Sonia Livingstone and colleagues on UK households form a significant contribution 
to the Anglo-American literature in this respect. 
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Accounts show that the careful management of self-disclosure by teens to their parents is an 
important consideration when negotiating various parental constraints.  When using 'family devices', 
teens made efforts to establish and maintain privacy boundaries around their activities and content.  
This teen 'partitioning' activity has prompted reflection on design considerations for supporting shared 
equipment use in the family home, so that the handling of photos by individual members, including 
teens, may be better supported through the design of the (shared) 'family devices'. 
A broader point to emerge from the findings is how the parental setting of constraints upon teenage 
expression is established in the offline-familial domain versus the online-peer domain and the 
implications of this for the domestic order.  In the teens' view, parental constraints were not 
enforced in the online-peer domain - only to the extent that in some cases (i.e. Cat and Julie) parents 
governed access to it from the offline-familial domain.  The teens considered the online-peer domain 
to be relatively free from parental constraints, creating the opportunity for them to make bids for 
autonomy.  This finding has been related to the literature on parents' perceptions of teen activities in 
the online-peer domain and parents' apparent lack of engagement with this domain.  These insights 
build on the Study One findings that the online domains do not figure prominently in the curatorial 
mindset.  A moral issue is subsequently raised: if a core component of parenting is the protection of 
children from harm, then online domains present potential threats to teen safety because they are 
not monitored by parents.  Adopting this moral position, teen self-representation in the online-peer 
domain presents a potential 'threat' to the domestic order to the extent that the domestic order is 
associated with parental control.  It is fair to argue that this issue holds in the cases of older teens 
transitioning into adulthood, because they may still be in the throws of integrating selves and 
discerning what self-other relationships best foster self-functioning and global self-worth. 
Overall, the findings may be used to make a case for the proactive parental setting of boundaries to 
online expression, in dialogue with their older teen.  Building on the findings from the previous 
studies, it is proposed that this action be supported by photoware that affords and promotes an 
‘Authoritative’ style of dialogical exchange, between the parent and the teen, across boundaries.  
This notion will be worked up in the final chapter. 
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10 Conclusions 
10.1 Introduction 
This project set out to understand the role of photo display in the contemporary representation of 
self and family.  Inquiry was situated in nuclear family homes co-inhabited by parents and their 
teenage children and was underpinned by three central motivations.  One was to understand the 
social psychological function of photo displays in self-processes and family relationships. Another was 
to explore a socially engaged design space for the application of digital photographic display 
technology in family homes.  The third objective was methodological in nature, to approach this 
subject as an interdisciplinary endeavour that engages Social Psychology and Interaction Design using 
a pragmatic-dialogical framework. 
This chapter is divided into two parts: exploring, first the social function of displays and, second, 
related design considerations.  Findings from the three empirical studies and the research-orientated 
design studies are used to illuminate and elaborate extant discourses as they related to each of the 
project objectives.  For expedience, these studies will from here on be referred to as Family 
Portrayals.  Finally, the project is evaluated and suggestions are made for future research. 
10.1.1 The Thesis in Context 
This project has broadly sought to contribute to a body of work in the HCI field exploring the 
application of computational systems in family homes. Photography's digitisation is part of a 
contemporary trend towards the digitisation of everyday products, providing a frame of reference for 
considering the design and application of digital display technologies.  New interactive touch screen 
technologies are all very well as a means to display artefacts including photos, but what of their 
meaningful application?  How could they become part of people's communicative expression at home?  
This kind of inquiry into HCI, into meaning making around computers as they pervade multiple 
domains of lived experience, is supported by the recent emergence of phenomenological analytic 
frameworks (e.g. Dourish 2001; McCarthy and Wright 2004).  
The pervasiveness of computing in lived experience has provided a contemporary subject matter for 
exploring a Social Psychology of Experience (Middleton and Brown 2005).  A similar fore grounding of 
'meaning-making' activities in Psychology (Bruner, 1986, Hicks, 2000) has signalled a resurgence of 
interest in the study of self-processes as inherently social and shaped by culture, including 
technology.  Psychological functioning is explored in the context of embodied, situated and 
communicative activity of people living 'in the world with others'.  Analytic lenses beyond the human 
sciences are increasingly being drawn upon for studying these phenomena.  The intended contribution 
of the thesis is positioned within this theoretical landscape. 
10.1.2 HCI & The Dialogical Self 
The intended contribution of the thesis shall now be set out. The project's interdisciplinarity is a 
central feature of the contribution that is intended.  Inquiry was positioned at the intersection of 
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Social Psychology and Interaction Design, with phenomenology and experience methodologically fore 
grounded.  The thesis aims to contribute to theoretical discourses in the two fields of HCI and Self 
Psychology.  Three foundational concepts position the project: Embodied Interaction; Technology as 
Experience; and DST.  In this current project, the researcher has found further epistemological 
compatibility between Dialogism, an emerging HCI discourse on Experience-centred Design, and the 
discourse on 'Social Psychology of Experience'.  The engagement of multiple disciplines may be 
considered as one broad, but substantial commitment of the thesis: to interrelate multiple discourses 
surrounding DST, Self Psychology, and HCI; and to extend the concept of the dialogical self across 
disciplinary boundaries.   
Family Portrayals extends the concept of the dialogical self within an embodied interactional 
framework.176  By focusing on photographic expression, the Family Portrayals studies developed the 
concept in relation to discourse on cultural mediation, a central concern of Psychology’s ‘contextual 
revolution’.  Analysis has probed the relationship between selfhood and artefacts, and how 'things' in 
the world become incorporated into the self-concept (James, 1890, Josephs, 2002, Leiman, 2002).  
The ‘positioning’ of culture in the dialogical self informs a discourse on everyday experience that is 
Internet-enabled and pervaded by ubiquitous computing.  This points to a broader discourse on the 
dialogical self and place, - the situating of self - in relation to 'global' and 'local communities that are 
technologically mediated (Hermans and Dimaggio, 2007, Hermans and Hermans-Konopka, 2010).  The 
family home provides a frame of reference here. The study of intergenerational relationships is also 
underexplored in DST and the Family Portrayals insights on parent-adolescent relations make a 
further contribution in this respect.  The potential value in developing DST along these trajectories 
(and the scope for making theoretical advances) has been recognised by Hermans (2008) within the 
timeframe that the project was undertaken. 
Finally, there are a limited number of studies published to date that use interaction Design practice, 
or, indeed any creative and applied discipline, to study the dialogical self – and these have largely 
been published within the timeframe that the project was undertaken (Wright and McCarthy, 2010, 
McCarthy et al., 2006, Wallace and Dearden, 2005, Wright et al., 2008).  Nor has the potential of this 
practice been recognised in the DST literature (Hermans and Hermans-Konopka, 2010). It is 
contended that design be used as a research tool to establish a conceptual and pragmatic dialogue 
between social psychological understandings of the world and the design of real-world products.  This 
interdisciplinary endeavour is the lynchpin in the project and directs the structure of this final 
chapter: social psychological insights about the function of photo displays are presented in section 
10.2; and in section 10.3 these insights are used to inform Interaction Design practice and, 
specifically, the design of future display technologies that support social psychological functioning. By 
doing so, the major research objectives are addressed. 
                                         
176 As stated in Chapter Three, whilst the concept of the dialogical self has been explored both theoretically and 
empirically (see Hermans-Konopka 2010, for a summary), there is very little published work that documents 
research on the concept from a phenomenological or ethnographic perspective (Hermans 2002; Josephs 2002).  
And, whilst the concept has been related to human computer interaction (see Hermans, 2004, for a summary), it 
has not, to date, been related to embodied interactional discourses on human-computer interaction.  
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10.1.3 The Dialogical Self in Lived Experience 
The theoretical features of the dialogical self have been observed in Family Portrayals, set in the 
context of family life at home and household members pursuing life-enriching goals such as 
autonomy, unity and domestic order. Findings have shown how photographic representation becomes 
part of the everyday social psychological functioning of the family household; this has an ethical 
dimension showing the dialogical self as agentic and accountable to others.  The central significance 
of intersubjective ethics and responsibility, present in Bakhtin’s work and picked up in contemporary 
psychological accounts (Wright and McCarthy, 2008, Sullivan and McCarthy, 2005), is somewhat 
lacking in Middleton and Brown's (2005) work and Hermans and Kempen's (1993) work and Hermans' 
subsequent work (Hermans, 2001b, Hermans and Hermans-Konopka, 2010). Yet answerability is found 
to be a significant psychological feature of everyday lived experience.  Family Portrayals has shown 
how people function in relationships, leading to a novel understanding of experience in terms of 
dialogical relationships.   
Whilst a pragmatic-dialogical perspective has illuminated family relationships mediated by photos and 
photoware, it has also informed an HCI discourse on design processes that aim to enrich 
technologically mediated experiences.  Wright and colleagues have previously demonstrated the 
effectiveness of Dialogism in HCI and provided a theoretical basis upon which inquiry has been 
pursued in the current project (McCarthy and Wright, 2004, Wright and McCarthy, 2005, Wright and 
McCarthy, 2008, Wright and McCarthy, 2010, Wright et al., 2008); and their insights are taken forward 
in the final conclusions to follow.  These also embrace an embodied interactional view of human-
computer interaction. 
With this justification of the thesis re-engaged, it may be said that the over-arching objective of the 
project has been to develop a phenomenological account of the dialogical self, mediated by 
intergenerational relations, photos, and forms of photo display, in order to gather the following 
insights: 
(1) to understand the social functions of photo displays in a family home setting; to develop a 
dialogical perspective on the politics of family photo display; to illuminate self-processes and 
social relationships;  
(2) to generate considerations for the design of display technology for this setting; 
(3)  to promote pragmatic-dialogical understanding in research-orientated design for the HCI 
field.   
The first part of this chapter discusses the results of Family Portrayals in relation to DST.  The second 
part of the chapter builds on this discussion to interweave social psychological understandings with 
design considerations and formulate a pragmatic-dialogical approach to HCI research. 
10.2 Social Functions of Family Photo Displays 
In this section, empirical findings from Family Portrayals are used to illuminate and elaborate DST, 
positioned as a further contribution to an understanding of the dialogical self in psychological 
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functioning.  Self-processes and social relationships are revealed (to function) through the handling of 
photos at home, expanding the literature on self-processes through studying everyday workings of 
family households.177  
10.2.1 Photo Displays in Psychological Functioning 
As articulated in Chapter Five, meaning making around photo display, engaged through field 
observation and narrative accounts of experience, has been used to illuminate the working 
components of the dialogical self. Photo display practices concerned the presentation of self to 
others; the self represented by others; and a particularly subtle intrapersonal reflexive activity.  
These presentations have given real-world context to concept of I-positions that function in dialogical 
relation.178  
Central to DST is the notion that I-positions can be given voice in order to serve a particular 
psychological function in a particular context.  The situatedness of these expressions was 
demonstrated in Family Portrayals.  For example, in Chapter Five, Yvonne’s curatorial activities and 
the multiple identities, of photographer, mother and so on, were transformed when they were given 
voice in the peculiarity of the interview context. This included the collective voice of the familial, 
which was seen to function in the context of Yvonne’s own values and aspirations, for example to be 
a good mother and amateur photographer.  Family Portrayals enabled the possibility for innovative, 
agentic, and answerable features of selfhood to be explained in terms of the concrete, real-world 
experiences that participants described. The function of I-positions in emerging adulthood was 
brought to life in a similar way, with teens trying out possible selves (e.g. Emma exploring the 
identity of a professional tennis player). 
The concept of dominance reversal was also fleshed out as a function of selfhood.179  Study Three 
accounts showed some I-positions to be voiced dominantly in the online-peer domain, and others in 
the offline-familial domain.  This includes Michelle positioning herself as a 'professional singer' on 
MySpace.  As well as being salient, these identities also most rigorously evaluated in the online-peer 
domain, in a reflexive sense and by other people. The significance of certain online I-positions was 
found to shift over time, too, with Michelle’s performance in MySpace carrying a different 
significance in Study One compared to Study Three.  And in the offline-familial domain, other 
identities such as family membership and past selves were voiced most dominantly by these teens, 
functioning to enhance and constrain self-worth in a different way. 
The studies also elaborated the 'working out' of apparently contradicting I-positions.180  At interview, 
Lara described herself actively not identifying with the collective voice of the familial.  Over the 
course of her participation in the three studies, Lara described a process of increasingly identifying 
with this construct, adopting it more frequently and readily as an I-position, and giving it more 
relative dominance in her 'personal position repertoire'.  This was manifest in her curatorial activities 
                                         
177 This reveals the dialogical self in the real-world functioning of family life; and in people’s embodied interaction 
with material culture. 
178 The photo's referent is a significant mediator of otherness in these accounts - of the role others play in self-
functioning, and agentic as such. 
179 See section 2.1.7. 
180 See section 5.6.1. 
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and her dialogical exchange with Caroline: by the time Photoswitch was deployed, the communal 
spaces of Lara's home were full of wall-mounted photos that depicted familial content such as the 
household together, at leisure, and so on.  Lara and Caroline viewed this new set of displays as 
representative of a happy home - a well-functioning home life, contrary, as Caroline pointed out, to 
the previous lack of home displays. Thus, the display-making activities somewhat fostered 
epistemological growth in Lara, on the multiple meanings of family. 
Self-development can also be conceptualised in terms of a person flexibly organising a hierarchy of I-
positions to perform in a given context or domain. The researcher linked this component of DST to 
Harter's work, to elaborate a dialogical perspective on self-functioning in later adolescence (in 
domestic domains such as the online-peer and offline-familial).  Harter emphasises adaptability as a 
feature of maturity, echoing Hermans' use of the term flexibility. For both authors, the ability to 
integrate apparently contradictory voices through a coherent self-narrative, is indicative of healthy 
functioning and, in the case of teens, signifies emerging adulthood.  In Hermans’ view, "relative 
dominance is intrinsic to turn-taking behaviour and not something that is in contradiction with 
dialogue"; "a well-ordered conversation needs relative dominance" (Hermans, 2008, 191).  Hermans 
emphasises after Valsiner (2002) that, if the self is conceived as a system that 'regulates and controls' 
itself, then it must be an open system that enables flexible movement between I-positions, 
experiments with giving voice to new positions and, in turn, fosters creativity and agency (Hermans, 
2002, 157).  It is argued here, as part of the thesis to emerge from Family Portrayals, that 
Photoswitch was efficacious in revealing and supporting the expression of this multiplicity in family 
homes.  Its deployment shows the potential value of research-orientated design in exploring self-
functioning. Moreover, it revealed the agency of material culture in this functioning, on an 
intrapersonal, interpersonal and intergroup level. 
10.2.2 Photo Displays Show Cultural Mediation  
Across the Family Portrayals accounts, the photo-as-artefact was found to have considerable agency 
within the self.  A central concern of the thesis here is to suggest how this agency manifests (and how 
it empowers and constrains self-expression).  As Leiman (2002) suggests, cultural objects are never 
neutral, but may be used to position 'speakers' with regard to their audiences.  These objects are 
composed of multiple other referents that may influence the relative positioning of voices.181  This 
phenomenon shone forth most strikingly in Family Portrayals with narratives on private photographic 
experiences.182  Hermans adds, after Leiman, that the power of artefacts is such that they can “cause 
dominance reversals” (Hermans, 2008, 155).  Lara's account provides a resonant visualisation of 
cultural mediation at work, with her describing how she transformed the referents in a childhood 
photo into puppets that she could manipulate and create new dialogues with: "I look at these and I 
start imagining that they kind of do things, like little (.) - like this is a little theatre (.) and these are 
little puppets and I want them to go and (.) - I imagine new scenarios".  Significant here is the 
implication that I-positions can be adopted - and be agentic in present interaction - even if they are 
                                         
181 See section 2.1.12. 
182 Sue’s story around the ‘friendship quilt’ referent in her leaving party photo is a good example.  See section 
5.3.4. 
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historical or of another place and time; they can be accessed through culture.  Culture offers, in 
Leiman's words, 'a point of contact' (Leiman, 2002, 54).  The researcher may further these insights by 
connecting them to those she has drawn from Bergsonism and the study of remembering: with the 
concept of self-as-movement in mind, it may be suggested that artefacts lend something of their 
relative stability - their relatively stable durations - to people to afford new connections across space 
and time (Middleton and Brown, 2005).  I-positions embodied in photographic referents don't just 
exist in the other, external world of the individual, but also in the external world of another time.183 
The physical form and arrangement of photos in the home’s material ecology also serves to compose 
the relative positioning of voices in the self. Consider again the case of Yvonne and the photos of her 
parents and now-deceased sister that were propped up in her bedroom.184  The particular positioning 
of the photos, with a referent in one photo physically obscured by a referent in another, afforded a 
very particular relationship of dominance between the referents in both photos, along with a number 
of other positions within Yvonne from the past and the present time.  Josephs (2002) relates the 
dialogical perspective on cultural mediation back to James (1890), describing how artefacts, and the 
cultural voices they evoke become part of the self - they become 'mine'.  Losing the artefact "would 
mean a loss of a meaningful part of the self" (Josephs, 2002, 164).  In the case of Yvonne and on the 
subject of loss, is clear that there is also a complex relationship between the artefact and the signs 
that it mediates. 
How photos are displayed gains new significance in light of this idea, with implications for self-
functioning.  If artefacts can determine 'access' to I-positions, then their handling (and control of 
their handling) can also determine the dominance of I-positions within the self - and between people.  
This is a highly significant statement in the consideration of technology design to be unpacked later in 
the chapter.   
The peculiarity of the photo is underexplored in DST literature and can be touched on here to extend 
Josephs’ and others' work.   As set out in Chapter Two, relations between people and photos appear 
to be particularly intense compared to other artefacts.  Photos are found to 'exceed their status as 
symbolic artefacts' to produce the uncanny 'trace of the real' (Rose, 2003).  This was found with 
participants conflating photos with their referents.  This explains photos' significance as legacy 
objects, such as Hisako’s portrait of her deceased mother.  This phenomenon evokes Bakhtin’s 
insistence on the particularity of the self-other relationship and the uniqueness of 'being-in-time', 
which is apparently experienced in the case of photos, too.  This has implications for the design of 
technologies that display digital as opposed to film photos and the liminality of the digital image 
compared to the print.  These will be set out in section 10.3.  Important here is their effect on the 
self.  This was identified in Photoswitch use: for example, Lara felt distress when digital photos 
'faded'; and, for Sue, the automatic imaging behaviours imbued photos' referents with a sense of 
animate presence ('anima'). 
The agency of photos in self-processes reinforces the significance of culture in psychological 
                                         
183 See section 2.3.6 for reference to Barthes (1981) reflections on the peculiar phenomenology of photos’ 
referents. 
184 See section 5.5.1. 
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functioning.  As a final point on this, the notion of the collective voice can be revisited.  'The familial' 
is a term has been used by the researcher to describe a distinct socio-cultural construct that 
embraces Chalfen's 'home mode’ and what he described as Kodak culture (1987).  ‘The familial' is a 
term that was adopted rather than 'Kodak Culture' because it articulates a cultural phenomenon that 
specifically relates to the representation of family, as identified and coined in visual sociological 
discourse (Hirsch, 1997).  In the context of this project, the familial describes a collective voice, an I-
position that exists in culture that can be given a voice and incorporated into the self-concept by an 
individual.  What has been most strikingly shown in the Family Portrayals studies is just how distinct 
and relatively stable this collective voice is.  Indeed the study of photographic practice has proven to 
be useful for demonstrating the phenomenon of culture in the self.  Home displays in participants' 
homes have conceptualised the familial with, in Bourdieu's (1990) words, 'remarkable consistency', 
regardless of whatever degree they chose to use it to represent themselves and their family.  The 
discussion will now turn to further consider the role of this collective voice in the functioning of 
family, relating this role more directly to Bakhtin's Dialogism. 
10.2.3 Photo Displays Show Real-world Power Dynamics 
The parents in Family Portrayals described their attempts to establish a social, moral order within 
their household through the display of photos in the home. The view of the world that these 'curators' 
frame for their children through these displays can be related to Bakhtin's ‘field of vision’. Using this 
term, Bakhtin draws attention to the constraints that frame what can be expressed (within 
relationships.  The child's view of the world develops within the limited field of vision that has been 
mapped out by their parents (or significant others).  In Hermans and Kempen's (1993) formulation, 
this field of vision is populated with I-positions', hence, children can be understood to develop a sense 
of self within their parents' 'field of vision' that is populated by certain I-positions in certain 
relationships of relative dominance. 
The curatorial control of teen expression at home, represented in the empirical accounts, illustrates 
these kinds of constraints as part of the domestic order.  Through display making, they position their 
children in relation to themselves: 'You are my child'.  The position also has a value: 'you are a good 
child', an 'exquisite' child; dialogues not only organise contact between people but establish power 
relations between people; there is a power holder and power subject.  Social languages are forged 
through these dynamics, constraining what individuals can say.  An individual has the potential to 
innovate, to be agentic, but also has to voice himself within the constraints imposed by others.  
There are always boundaries to perception and these are shaped by and, in turn, shape, language 
(Holquist, 1981, 428).  What have been referred to in previous chapters, as social constructs185, 
collective voices (in DST), or collective frameworks (in Halabwachs’ terms), are understood by 
Bakhtin as localised or situated uses of language.186  The phenomenon of curatorial control expresses 
the everyday workings of these boundaries to perception, in this case the family household at home. 
This phenomenon is clearly observed in the way the Family Portrayals’ teens ‘echoed’ the curatorial 
                                         
185 This is a term used by many sociologists including Bourdieu. 
186 Bakhtin calls these 'speech genres' (Bakhtin 1986, 60). 
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voice.  Sue and Michelle's accounts illustrate this, with, for example, the placement of a Zimbabwean 
flag around family photos in Michelle’s bedroom; Sue describes it's meaning, not Michelle: "in the 
centre: very significant".  It follows that, just as a photo might be displayed to enable 'access' to I-
positions that would otherwise not be visible in an individual's field of vision, it can also constrain 
access to new positions and reproduce the interrelation of existing ones. 
 
Figure 95: (a) Michelle’s pinboard captured in Study One, with the Zimbabwean flag centrally positioned; (b) 
Pinboard captured in Study Two, the flag replaced by personal memorabilia relating to friends, not family. 
Whilst children answer to their parents' influences, older teens, approaching adulthood, are in the 
process of 'broadening horizons' to their field of vision; because the fieldwork took place over a two-
year timescale, teens were found to show ever-increasing autonomy.  The researcher observed teens 
increasingly negotiating their parents' constraints and adopting different views of what defines them 
and their family.  As such, teens were found to frame different I-positions to their parents, feature 
other voices in their dialogues about self and family.  When the researcher revisited Michelle's 
bedroom during fieldwork for Study Two, the Zimbabwean flag on her pin-board had been replaced by 
personal memorabilia that was not related to family, indicative of her increased manipulation of the 
family view (Fig. 95b).  The platforms and domains for presentation 'framed' by the curator differed 
to those framed by their teen.  In fact, some domains were not even visible to the curator to frame.  
These included the online-peer domain.  To Sue, Michelle's bedroom displays were framed (literally) 
by her pinboard in Figure 95.  The various representations that Michelle distributed online did not 
figure in Sue's field of vision.  This shows, more broadly, the different parent-teen viewpoints on the 
home as a space pervaded by digital domains. 
Most significant in the context of the thesis is that the difference in framing fields of vision within the 
household appears to have implications for the framing of power within the household, resulting in 
the shifting and, at times, inversion of intergenerational power relations.  The power of the framer, 
the power-holder, and power-subject positions were found to shift.  For example, Sue depended on 
Michelle's assistance to carry out digital photowork for making family displays, example, and was not 
parenting Michelle's use of MySpace.  This phenomenon reveals a distinction between the domestic 
order that parents envision and try to impose and the real-world power dynamics that are actually 
played out between teens and their parents. 
These differences in the framing of experience have the potential to disrupt the domestic order.  The 
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psychology of social selves put forward by Mead (1934) fashions a democratic ideal; his psychology of 
self-other relations recognises dialogue in terms of 'giving people voice'.  Dialogue is often viewed as 
an activity that positively transforms self-other relations from a state of closedness to one of 
openness, expressing: communication, trust, intimacy, mutual disclosure; and equality. Giddens' 
(1998) conceptualisation of the pure relationship is defined by this sense of mutuality, and it was 
been expressed in the Family Portrayals accounts.  However, as discussed in Chapter Five, there were 
other parent-teen dynamics at play that made 'the pure relationship' impossible to realise.  Bakhtin 
has a more nuanced view on Mead's dialogue-as-democracy, associating ‘talk’ with difference and 
conflict as well as mutuality.  Although not explicitly referencing Dialogism, Jamieson (1999) points 
out that Giddens' notion of a pure relationship does not acknowledge the unequal power bases upon 
which the parent-child relationship was formed. As well as having full governance over their children, 
parents have made a personal and financial investment in them.  This investment can continue after 
their teen leaves home - as found in Study Three - and the period of emerging adulthood can be 
prolonged.  This reproduces opposing goals: "For the parent, information gain means the retention of 
power and control, and the gaining of intimacy at the expense of democracy; for the teen, 
withholding information from their parents is the means by which they gain privacy, power and 
identity, but at the expense of intimacy" (Solomon et al., 2002, 966).  Whilst parents and teens may 
show openness, this is a carefully coordinated act of self-disclosure; it is in their individual interests 
to not disclose certain aspects of their lives, certain sides of themselves.   
These opposing goals make for real-world activities that subvert familial democracy. Jamieson 
emphasises that interpersonal relations are always mediated by practical, economic, gender and 
other 'material circumstances' (1999, 482).  In Family Portrayals these factors were expressed through 
things like the financial cost of camera equipment, parental concerns for teen safety, teens making 
bids for autonomy, parents not being educated in using digital tools, and so on.  The actual self-
disclosure taking place between parents and teens was guided by a 'realpolitik': a practical politics, 
based on power rather than an ideal. 
10.2.4 Photo Displays Show Contingency Within Relationships 
This leads to a broader point about the dynamic nature of parent-teen relationships.  Parent-teen 
relations do not retain a constant dynamic of transformation, or transformation towards constant 
mutual understanding that is implied by the concept of the 'pure relationship'; this is not an empirical 
reality.  Rather, these relations are 'multi-voiced' and reflect movement towards order and affinity 
(centripetal force) as well as movement away from order and affinity (centrifugal force) at any given 
time.  Jamieson (1999) stresses this multi-dimensionality, whereby 'creative energy' goes into 
'sustaining intimacy despite inequality than into a process of transformation' (ibid, 477).  The point is 
that there are contradictions within the self; affinity, disclosure and equality may well be sought at 
the same time as privacy, separateness and control.  Also, when considering parent-teen dynamics - 
or any interpersonal dynamics for that matter - the intrapersonal dynamics must not be lost sight of. 
Familial integration is a concept that Bourdieu (1990) used to describe the reproduction of familial 
conventions in family photography.  These conventions were, true enough, also expressed by curators 
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in Family Portrayals.  However, perhaps because of the design of the studies, Family Portrayals' 
accounts also described the practice of the realpolitik, as part of home curation: some photos were 
hidden from people for personal as opposed to family interests; and photos evoking mixed or negative 
emotions could have their place in the family collections.  Thus, Bourdieu's concept describes 
aspirational aspects of family life but doesn't describe the contradictions and opposing forces that 
colour lived reality.   
This is recognised by Mayerfeld Bell, who, comparing Bourdieu to Bakhtin argues that, by articulating 
social constructs such as 'habitus' - a 'system of dispositions' to which familial integration is related, 
Bourdieu "externalizes cultural change" (Mayerfeld Bell and Gardiner, 1998, 52).  By this, Mayerfeld 
Bell means that 'culture' is often 'mistakenly' assumed to be an epiphenomenon with stable features; 
and familial integration is mistakenly assumed to be taken up by people without any process of 
transformation.  Family Portrayals' findings support Mayerfeld Bell's critique: even though 'the 
familial' was viewed by curators as a distinct representational device, it was 'taken up' in different 
ways; some curators reconstructed 'the familial' (e.g. Lara and Jenny).  Sullivan and McCarthy (2005) 
express something similar: that many socio-cultural accounts of interpersonal relations, like 
Bourdieu's, tend to focus on centripetal forces in cultural systems, and depict cultural systems as 
"well formed from the outset"; "(a)s a result they tend to miss the centrifugal messiness of lived and 
felt relations between people" (ibid, 291-292).  This critique echoes Jamieson's critique of Giddens.  
Rose (2003) also echoes this relation to family photography: 'familial integration is always haunted by 
disintegration'; Rose found 'centrifugal forces' to be at work in her studies of mothers with young 
children.  Family Portrayals has shown the same in the case of parents and older teens. 
If the parent-teen relationship is one coloured by a multiplicity of voices and power dynamics, then 
the person-artefact relationship can be conceived of in a similar way, the photo's agency rendering it 
just as multivoiced and its representational power just as contingent.  It follows from this that it is 
not possible for a single representation of family (such as the curator's) - a single ordering of 
experience - to be realised in a real-world setting.  The reality of situations always exists in the 
relationships between people, at the intersection of people's fields of vision, as it were.  A 
contemporary reading of Dialogism by de Peuter (1998) articulates this well.  
Order	   and	   coherence	   cannot	   reside	   in	   the	  mind	   of	   the	   rational	   human	   agent,	   but	   rather	  must	   be	  
sought	  within	  and	  between	  the	  textual	  interplays	  of	  dialogic	  voices.	  …	  Selfhood	  is	  enacted	  liminally,	  
on	  the	  boundaries	  of	  self	  and	  other,	  …	  with	  each	  dialogic	  partner	  defining	  the	  other	  through	  varying	  
degrees	  of	  situational	  power	  (Sampson,	  1993).	  	  From	  this	  perspective	  a	  narrative	  theory	  that	  privileges	  
one	  partner	  in	  dialogue	  over	  another	  as	  more	  'functional'	  for	  personal	  identity	  is	  unsustainable.	  	  (Ibid,	  
45)	  
Through a dialogic lens, then, the functioning of the self is continually experiencing synthesising and 
fragmenting dynamics of self-other relations. Photos function on the 'real-world' boundaries of self 
and other.  This view has implications for thinking about how to support photographic expression 
through design because the functionality of people and representational devices is contingent. 
When applied to a real-world context, Bakhtin’s concept of heteroglossia offers a particular way to 
think about the systems of interaction within that context.   
Heteroglossia	  is	  as	  close	  a	  conceptualization	  as	  is	  possible	  of	  a	  locus	  where	  centripetal	  and	  centrifugal	  
forces	  collide;	  as	  such,	  it	  is	  that	  which	  a	  systematic	  linguistics	  must	  always	  suppress'.	  (Bakhtin,	  1981,	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428)	  
Interaction Design, by default, engages with computational systems of interaction.  The challenge 
entertained by an interaction designer that adopts a dialogical perspective is to view these systems as 
'open': a system's components are agentic in their own right; as are all the phenomena that come into 
contact with those components.  As such, "there can be no actual monologue" (ibid, 426), no closed 
system.  A number of systems - social, technological, or both - are being engaged in this inquiry, all of 
which, at some level, exist to 'support' psychological functioning.  These include the following: 'the 
home'; 'the household'; 'home curation'; 'the Internet'; 'a home computer network'. From a dialogical 
perspective, any technology that is designed to 'support' these various systems has to acknowledge 
the potential for conflicting meanings to be brought to the use of the technology, determining the 
nature and efficacy its functionality.  A number of design implications follow from this, to be 
addressed in the remainder of the chapter.   
10.2.5 Summary: Social Function of Family Photo Displays 
So far the discussion has drawn upon the Family Portrayals studies to elaborate a social psychology of 
experience that (i) studies minded individuals as they encounter the world and (ii) recognises 
selfhood (and, embodied, felt life) as integral to psychological functioning.  Overall, it is recognised 
that dialogical relationships can never be constant in nature, and can simultaneously harness opposing 
forces such as order and disorder, affinity and conflict - they are multidimensional.  Further to this, 
the self can be reconceptualised as an open system of I-positions that is continually being adapted to 
self-other encounters in the world.  'Multiplicity-in-unity' and 'flexibility' are core features of the self 
that serve a developmental purpose (epistemological growth); and multiple I-positions are organised 
in a hierarchy that is flexible if the self is functioning healthily.   
Central to the thesis is the way in which culture mediates the dialogical self.  The theory of the 
dialogical self has been elaborated and extended in this project by studying photo displays in the 
family home. The notion of the self as an inherently socio-cultural phenomenon has been 
consolidated and, in turn, insights have illuminated the agency of photos as cultural mediators of the 
self.  This dialogical perspective on people and photos offers a particular rationale for designing 
photo display technologies for the family home, and a novel way to approach this design space. The 
design considerations that emerged from the empirical work will be re-engaged and expanded in the 
remaining sections to follow. 
10.3 Design for Dialogical Understanding 
The empirical insights inform Interaction Design practice along two trajectories: practice-based 
research methods; and product design. A pragmatic-dialogical perspective has enabled a particular 
way for both designers and researchers to make sense of the research subject, including reasoning 
about who and what a design is for, and what purpose a design could serve.  This has just been 
touched on.  Along a second trajectory, the pursuit of dialogical understanding is found to underpin 
valuable considerations for the design of real-world products to support the functioning of self and 
family; this is in keeping with a Pragmatic, revisionary agenda and represents “socially responsible 
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design” (Sengers et al., 2005).  Over the course of the project, the two trajectories have engaged the 
researcher in different ways, but both have invited reflection on her identity 'as a researcher' and the 
positioning of her practice.  The discussion will now consolidate the insights from these explorations. 
A pragmatic-dialogical approach, devised for this project, has not only framed empirical work, but 
also framed the project's interdisciplinarity.  Family Portrayals engaged Social Psychology and 
Interaction Design in dialogical relation, with mind to enabling insights from one discipline to inform 
insights from the other. The rationale behind this process was to enable design sensibilities to emerge 
from understandings of social psychological functioning, along the aforementioned trajectories.  
Design practice was incorporated into the empirical study designs to forge a dialogical relationship 
between the two disciplines.187  The remainder of this final chapter is given over to articulating these 
sensibilities; this is achieved by presenting a set of interlinked considerations that may inform both 
practice-based research methods and real-world product design.   
As voiced in the research community, the fostering of dialogical understanding between researchers 
and designers in the HCI field is a key challenge – and an on-going one (Wright and McCarthy, 2010).  
It has been suggested that social scientific findings are not always useful for Interaction Design 
practitioners; 'considerations for design' are not always taken up in practice (Rogers, 2004, 
Stolterman, 2008).  Stolterman reflects: "if the measure of success for this kind of research is that it 
is understood and actually used in practice then the results are very minor" (2008, 55).  A gap is 
perceived, between the demands of doing design and how theory is conceptualised.  Stolterman 
suggests that the tools that designers find useful do not prescribe a design process; he foregrounds 
what has been referred to in section 2.2.7 as an 'artist-designer' approach to practice, and a creative 
process that may be guided by intuition and unexpected outcomes.188  Stolterman addresses HCI 
researchers with this in mind, "(a)ny attempt to produce outcomes aimed at supporting design 
practice must try to understand the nature of design practice" (ibid).  
This invites the question of 'what' design considerations may be generated from the social 
psychological insights set out in the first half of this chapter, and how may these become resourceful 
to HCI designers and researchers in future studies. 
10.3.1 Positioning the Designer 
The identity of the researcher as 'designer-researcher' was introduced in Chapter Three.  Throughout 
the chapters that followed, the term 'researcher' was used, partly for expedience.  At this stage of 
the dissertation, and for the task of consolidating the design implications that follow from this 
project, the coupling of 'designer' and 'researcher' can be brought back into focus as a duel identity. 
Building on the conceptualisation of self that has been developed above, one might ask how the 
designer-researcher has been dialogically positioned within the empirical studies, in terms of her 
agency, moral accountability, and so on.  Indeed, such reflexive engagement is expected from an IPA 
analysis, as it is from Reflective Design methods.  How is she positioned in relation to the field of 
research, the subject of research, the participants, and so on? What is her 'field of vision'?  What I-
                                         
187 See section 3.3.2. 
188 See section 3.2.3. 
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positions has she adopted over the course of the project?  Reflecting on these questions, the 
designer-researcher's intention is, to: (i) understand how to design for the enrichment of 
photographic experiences within the family household; and (ii) design to promote dialogical 
understanding between household members through the enrichment of photographic experiences.  
The interdisciplinary modes of inquiry taken up in Family Portrayals - social psychological, and 
practice-based - have shaped the designer-researcher's relationship with her subject, in order that 
she might adopt a particular 'way of seeing'.  She has acquired lenses for understanding how the talk 
between parents and teens in a real-world setting of technology use signalled the enrichment of 
photographic experiences within the home.  This is the designer-researcher's field of vision, her 
sensibility, and the basis from which design considerations may be consolidated. 
At this point it is worth critically reflecting on the researcher’s use of the passive voice in her 
narrative account of the project. The passive voice is a stylistic genre convention commonly taken up 
within academic discourse and in particular within research in the psychological sciences and the HCI 
field. Throughout the process of generating the thesis here, the passive ‘positioning’ of the 
researcher’s voice has felt increasingly problematic for various reasons. The pragmatic-dialogical 
approach requires a reflexive, interpretative and hermeneutical engagement with the research 
subject that articulates the subjective lived experience of the researcher in relation to others; a new 
level of complexity is introduced when this orientation must be described from a ‘third person’ 
perspective.  This challenge is compounded by the requirement to describe the dual-identity of the 
‘designer-researcher’, specifically in giving emphasis to the ‘designer’ or ‘researcher’ identities at 
different points within the research process. Working through this challenge in the current project 
has brought to light a methodological concern for how researchers’ pursuing pragmatic-dialogical 
inquiry may utilise style conventions in their narrative accounts. 
Positioning practice 
The notion of 'enriching' everyday experiences through design is at the heart of a pragmatic-dialogical 
approach to HCI, the foundations of which have been set out by McCarthy, Wright and colleagues.189  
These authors and their colleagues articulate aesthetic sensibilities that may signal or characterise 
everyday experience as enriching and meaningful, as reflective tools for guiding technology design 
(Wright and McCarthy, 2008, Wright et al., 2008).190  These sensibilities directly invoke Bakhtin's ideas 
and are expressed in terms such as, in the authors' words: 'sensory engagement'; 'situated creativity of 
action'; 'openness' (to the 'messiness underlying order'); 'holism and unity' (through avoiding 
reductionism); 'weight of answerability' (intersubjective ethics); 'emotional-volitional' character'; and 
'continuous engagement' (McCarthy and Wright, 2004, 128).  By harnessing terms like this, the authors 
offer valuable analytic tools for exploring, understanding and designing for human-computer 
interaction from a pragmatic-dialogical perspective. 
These ‘aesthetic sensibilities’ may be mapped to the empirical insights set out in the first half of this 
chapter.  Accounts conveyed the 'situated creativity of action' in terms of how the materiality of 
photo displays affords curatorial control and the demonstrability of domestic order.  Accounts 
                                         
189 See section 3.1.2. 
190 See section 2.2.2. 
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conveyed 'openness' to the 'messiness underlying order' by revealing how 'familial democracy' is 
aspired to but not possible to realise because of the 'realpolitik'.  The 'weight of answerability' 
underlies the practice of home curation and its subversion.  'Sensory engagement' has been expressed 
through the physicality of photographic expression, such as huddling around a photo album to 
promote familial proximity, or sliding the Photoswitch door with force to express a difference of 
opinion on what to display.  And all accounts of photo handling have been 'shot through' with 
emotional-volitional tonality, and are more often than not associated with a sense of autobiographical 
continuity. 
Building on this conceptual foundation, a new set of terms may be introduced here as a means to 
further consolidate the project’s findings, and frame the key design considerations to emerge.  These 
terms are: polyphony; answerability; situatedness; and heteroglossia.  The terms are derived directly 
from Bakhtin's language and represent the aesthetic forms of expression that have shone forth.  They 
may also be dubbed aesthetic sensibilities and positioned as pragmatic-dialogical considerations to 
guide designers in their creative practice with respect to (i) practice-based research methods and (ii) 
product design. 
The remainder of this section will be given over to describing these sensibilities and advocating their 
resourcefulness to designers.  The aim is to build upon the conceptual foundation just set out and 
incorporate the language of design practice in the expression of ideas. The novel contribution of 
practice-based research in this endeavour is reinforced; whilst a pragmatic-dialogical lens has been 
adopted in extant studies to probe and analyse 'technology as experience', there are a limited number 
of cases in which this has been achieved by engaging design practice in inquiry - through creating and 
deploying artefacts and spaces that may be the very subject of design (Wallace and Dearden, 2005, 
Wright and McCarthy, 2010). It is argued here that the process of making and deploying the task cards 
in Study One, and Photoswitch in Study Two, has generated insights on interdisciplinary engagement 
that may extend a pragmatic-dialogical approach to HCI research.  
The terms polyphony; answerability; situatedness; and heteroglossia may now be used upon to frame 
the designer-researcher's 'field of vision' along the two design trajectories: they will be used to 
structure the discussion on (i) practice-based methods of inquiry and (ii) product design 
considerations.  The following questions will be attended to: (i) how have practice-based methods 
been informed by a pragmatic-dialogical approach; and (ii) what value does this approach have for 
the design of real-world products?  Each term will be addressed respectively to frame and elaborate a 
set of considerations for research-orientated design.  Considerations relating to each term are to be 
explored in the following way.  First, features of the empirical interventions that signalled the 
aesthetic enrichment of photographic experiences will be discussed, and, second, some general 
design considerations teased out.  Third, hypothetical scenarios are introduced to show how these 
general points may be applied in the context of addressing a particular design 'brief' on the subject of 
family photo displays.   
The rationale behind the third step is to think through the applicability and transferability of the 
Family Portrayals' insights for designers when engaged in a specific project.  Designers typically 
engage practice with the particularities of a project brief at hand, and outside of a methodological 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
10. CONCLUSIONS 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
315 
framework (Stolterman, 2008).191  More than this, though: there is a theoretical tension at play 
between the central tenets of Dialogism, including the notion of 'unfinalisability', and abstract 
definitions of phenomena/ universalisms (including the formulation of methods).  Perhaps most 
explicit in ''Towards a Philosophy of the Act', Bakhtin distinguishes between the peculiarity of lived 
experience and discursive theoretical thinking (1993).  This tension has been woven through the 
preceding chapters and is part of the tension in bringing together psychology and design.  It is fore 
grounded here because of the expectation in this chapter to deliver conclusive insights on the project 
that can be abstracted, transferred, and appropriated in future research.  
The aforementioned terms frame discussion going forward.  Thoughts on polyphonic design relate to a 
major finding from Study Two, that the integration of teenage portrayals into the curated family 
collections is valued.  The potential of digital imaging to support multiple expressions of self and 
family is addressed.  Following this, a discussion on answerability builds on other major findings 
about the significance of curatorial control, disclosure boundaries, and the realpolitik, for the healthy 
functioning of self and family.  These significances are related to the situatedness of photographic 
expression and how digitisation prompts a reconceptualisation of space.  Finally, the challenge of 
designing systems for contingency and multiplicity-in-unity is discussed in terms of designing for 
heteroglossia. 
10.3.2 Design for Polyphony 
Polyphony, or multi-voicedness, concerns the representation of individuality and the uniqueness of 
individual lived experience.  As set out in Chapters Two and Three, polyphony originates from 
Bakhtin’s literary theory to describe a form of artistic expression by which an 'author' represents his 
characters' views on the world with equal weighting and without imposing an overarching authorial 
voice (Bakhtin, 1984).  As set out in section 3.1.2, affinity may be found between the creative 
practice of writing and the practice of the interaction designer, to the extent that designing for 
polyphony means designing technology to support the voicing of an individual's perspective - to do 
with technology what a writer does with words as he gives voices to characters.  When Bakhtin refers 
to the practice of writing, he refers to a particular literary genre, the Menippean; individual 
characters are crafted to give voices that may have their own 'life' independent of each other and 
independent or distinct from the authorial voice (ibid).  They may even oppose each other.  To 
reiterate a citation in section 2.2.11, this genre enables the author to "creatively enrich all the voices 
involved by giving them the freedom to reveal their expressive potential and to be surprised by what 
emerges from the exchange" (Sullivan and McCarthy, 2004, 633).  
Possible distinctions between writing and designing are significant here.  Whereas the writer may use 
words to invent voices, and maybe define them, the designer works to harness existing voices, hence 
designing for polyphony rather than design of polyphony.  Design for polyphony means designing, not 
to invent as much as to enable the voices of users to reveal their expressive potential.  It means 
enabling the individual to express their point of view alongside others.  It's about designing for 
                                         
191 This insight is voiced by the designer-researcher based on her professional experience as a product design 
practitioner. 
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autonomy and self-representation, designing technologies that enable the individual to express his 
unique point of view on the world without it being 'merged' with other points of view; for the 
individual's voice is to remain, in Bakhtin’s words, 'unmerged' (Bakhtin, 1984).  Polyphony is about 
recognising difference as much as it is about recognising individuality, enabling individuals to retain 
their discrete positions as they relate to others.  
'Design for polyphony' is an abstract concept that is perhaps hard to find instructive in design 
practice.  The concept may be illustrated using a real-world example, such as the World Wide Web. 
The Web was designed by Berners-Lee as an 'information system' to foster the sharing of multiple 
sources through democratic access and interconnection;192 arguably, it was designed to afford 
polyphonic expression.  The value of the Web's design is in how it connects information - or voices – 
together.193  Both according to its designer's rationale and in effect, the Web affords contributions 
from an unlimited multiplicity of voices; and, as a network, it affords de-centralised and non-
hierarchical control.194  
In the context of the emerging thesis, design for polyphony is perhaps best illustrated by the features 
of the Photoswitch design.  The use of Photoswitch in Study Two revealed the potential for how 
polyphonic design might be made manifest or rendered in material terms.  The following passages 
pick up on design features that were positively valued from the Photoswitch experience and the 
design considerations set out in Chapter Eight. 
For the practice-based component of Study Two, the designer-researcher set out to create an 
artefact that explored the relationship between the digitisation of home technology and the 
democratisation of family photography.  Study One revealed the contrasting and often conflicting 
intentions of parents and teens that were brought to domestic photo practices; these were voiced in 
participants' individual interviews.  The aim in Study Two was to map these intentions to a 
speculative design context to consider their implications for individual and shared technology use.  
Photoswitch was introduced as a novel platform upon which the contrasting parent-teen practices 
could be juxtaposed in dialogic relation.  Using Photoswitch, the designer-researcher invited 
dialogical exchange between the two practices, as a means to understand how to design for multiple 
perspectives, needs, and desires, within a family household.  Photoswitch was designed to give voice 
to both parents and teens about self and family representation.  This points to Bakhtin’s ideas on 
polyphony: 'the writer proceeds from an assumption of equal rights for simultaneously existing, 
experiencing persons" (Bakhtin, 1984, 37); in a similar fashion, the designer-researcher wanted to 
create conditions for polyphonic expression. 
A polyphonic feature of Photoswitch's design is that it distinguished display regions for parent and 
teen collections: two separate regions were physically juxtaposed on the device for deployment, one 
for the display of a teen's photos and the other to a parent's.  Numerous insights follow from the real-
world use of this feature that may inform a pragmatic-dialogical design sensibility.  
                                         
192 http://www.w3.org/WWW.  Accessed on 23. 02. 10. 
193 http://www.bbc.co.uk/blogs/digitalrevolution/2009/10/rushes-tim-bernerslee-london-v.shtml.  Accessed on 
23. 02. 10. 
194 The website Wikipedia affords expression in a similar way: http://www.wikipedia.org. Accessed 04. 05. 10. 
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Individual regions for expression 
A major finding from the deployment was that the mothers and daughters valued the integration of 
teen portrayals into their family collections.  Further, they valued having their own, demarcated and 
inviolate space for personal expression in the curatorial domain.  This was unanimously conveyed.  To 
expand upon the aesthetics at play here: in a literal, physical sense, each display region framed and 
contained an individual householder's point of view on self and family; in the words of a junior not 
directly participating in the study, the individual regions were valued for 'showing the different sides 
of family'.  Moreover, the regions secured the 'unmerged' voice of an individual in the presence of 
another.  Hence, the spatial orientation of the displays was significant for giving the multiple voices 
of family a sense of presence. 
 
Figure 96: iteration of Photoswitch with a virtual as opposed to physical sliding door mechanism. 
The integration of parent-teen collections at a single site could have been designed for in a number 
of ways, many not requiring the juxtaposition of discrete physical regions.  Indeed, to fully harness 
the dynamism of digital imaging, Photoswitch's screen 'real estate' could've been designed to afford 
greater flexibility in the portioning of space to the two collections: where the acrylic casing of 
Photoswitch fixed the physical space allocated to regions, virtual partitions could have afforded 
continuous rearticulating of this space; a virtual slider could have been used in place of the sliding 
door to switch between collections, affording twice as much screen real estate to each region (Fig. 
96).  The rationale behind the final design has been set out in Chapter Six; suffice to say here the 
casing and sliding door served an important critical function in research.  But the aesthetic features 
of the design that relate to the demarcation of space and valued in Photoswitch use may arguably 
extend beyond the particularities of the artefact itself and are worth reflecting on here in more 
general terms relating to polyphonic design. 
As described in Chapter Eight, the juxtaposing of the collections side by side, as two channels, had a 
positive effect on parent-teen communication: it fostered mutual attentiveness between parents and 
teens to each others' collections, prompting the sharing of portrayals within the household-at-large; it 
revealed how two distinct perspectives on self and family could be different, prompting talk to 
understand differences.  Most significantly, it made for rich photographic experiences because it 
fostered dialogical understanding: being able to locate, identify with, and adopt, even, 'the 
perspective of the other'.   
Two general design implications follow from this, one relating to practice-based methods and the 
other to product design.  Reiterating the argument in section 10.2.4, the first implication is that 
artefacts provide a useful means to study the dialogical self.  In this case, the physical manifestation 
of an individual's perspective on the world, represented in the form of a situated media channel, 
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provided a useful means to study the individual's dialogical relations with the world; these relations 
were grounded in that individual's embodied, lived experience with the artefact.  Moreover, the 
spatial demarcation of these media channels as regions, and their juxtaposition, provided a valuable 
means for the researchers to explore dialogical relationships between people and the world, 
including relationships to culture.  This shows the potential efficacy of design and material culture as 
tools for social psychological research.  The second implication, which is of value to product 
designers, is that the spatial juxtaposing of two collections at one site appears to make for the 
overall enrichment of individual and shared photographic experiences within family households. 
This last point resonates with existing HCI research on situated displays in family homes.  Though not 
related to photo displays per se, findings from the Homenote study (Sellen et al., 2006), first 
referenced in Chapter Two, highlight the value of personal, demarcated and 'inviolate' space for self-
expression at home.  To recap, the authors designed and deployed a situated messaging device that 
afforded householders rights to certain areas of a screen display.  They found that, because 
individuals owned part of the screen, "their messages would not disappear under a collage of other 
people's messages" (Sellen et al., 2006, 391).  The point is that the regions remained bounded, 
inviolate and 'unmerged' (in Bakhtin's words) across time. 
These implications could be applied to a product-orientated design scenario.  Family Portrayals fore 
grounded the desirability of a situated, digital photo display system for shared use in a communal 
space of a family home.  This was envisioned as a 'digital collage' in form and arrangement.  For 
example, recall Kath and Michael from Study One who imagined a screen display for photomontages 
coupled with a 'living photo archive'.  Inherent in their imagining was the notion of flexible, changing 
photo displays connected to a shared archive located in a communal space.  This idea was voiced 
again in the Study Two interviews, most notably by Lara and Caroline: they imagined a collage of 
individual media channels, each belonging to a householder, potentially networkable, and arranged as 
a conglomerate of spatially juxtaposed 'voices' in a communal space.  As expressed in Chapter Eight, 
these ideas could be positioned as product requirements, and used to formulate a design brief. 
In order to show how the aesthetics of juxtaposition may be applied to a design space, imagine a 
designer working with these requirements to generate product concepts.  One could envision a 
situated screen interface that defines individual regions for expression.  These regions could be (i) 
personally owned, (ii) bounded, and (iii) inviolate in space and across time.  So long as they are 
represented in this way, they may not need to assume a fixed form; rather their form could be 
manipulable in space and time - by the owner and possibly others - whilst remaining 'unmerged' with 
others' regions.  Such a concept is positioned here, not as a design solution to photo display 
requirements emerging from Family Portrayals, rather to illustrate how an abstract consideration on 
juxtaposition might inform a specific design project.  
Temporal framing of displays 
The notion of juxtaposing digital display regions invites reflection on the temporal framing of photo 
displays and the affordances of digital imaging.  The door feature of Photoswitch, and the fading 
behaviours it triggered, introduced a temporal dimension to the composition of voices, emphasising 
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the ways in which displays are framed in time as well as space.  First highlighted in Study One, the 
temporal framing of displays is one of the most significant considerations to have emerged from 
Family Portrayals, and of particular consequence in cases of digital photowork and screen-based 
interaction.  Framing displays in time is central to digital photographic expression, not least because 
temporality is inherent to the phenomenology of digital imaging. 
This insight can be used to extend reflection on the value of individual display regions for product 
design.  Recall the nature of the media that populated Photoswitch regions.  Digital imaging afforded 
the display of multiple photos from multiple collections at a single, fixed site, hence Photoswitch 
affording 'individual channels for expression' - and something akin to 'temporal multivoicedness'.  The 
product concept that has just been introduced, of a digital collage, can be elaborated further to 
embrace temporal aspects to juxtaposition.  For clarity, let the concept be referred to from here on 
as Photostream. 
 
Figure 97: Photostream concept: individual channels demarcated by virtual, graphical boundaries. 
As well as affording the channelling of images - a 'stream' of photos animated in time, digital imaging 
also affords the manipulation of regions' form and arrangement - their spatial orientation, which the 
temporal framing of displays also plays into.  If the 'Photostream' regions were demarcated by virtual, 
graphical boundaries rather than physical, analogue ones, then their form and arrangement would be 
rendered highly plastic and manipulable.  One could envisage Photostream as a large digital screen 
display that is populated by individual channels, each of which could be manipulated (through direct 
touch or some other means) to achieve relative visual dominance or salience within the screen real 
estate (Fig. 97).  This proposal is very different to the Photomesh collage proposed in Chapter Six 
because, although serving to integrate multiple collections, the Photomesh design does not 
demarcate and assign space to individuals.  What emerges in the Photostream proposal is the notion 
of multiple, digital regions, which have demarcated boundaries of ownership and are manipulable in 
form and arrangement.  
Another affordance of digital imaging is its networkability.  As expressed in Chapter Eight, digital 
networks support polyphony not least because they enable the bringing together of content from 
multiple sites and collections, across space and time.  This could be leveraged in Photostream, with 
the channelling of collections into the communal space via digital networks. 
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There is the potential for Photostream to offer rich polyphonic expression.  Compared to Photoswitch, 
Photostream may afford considerable manipulability of content, enabling users to compose multiple 
regions and thus assign multiple (householders') voices differing relative dominance at any given 
time.  As previously emphasised, the contextual appropriateness of displays is an important design 
consideration and, in Study Two, the Photoswitch door feature was drawn upon to compose displays' 
salience for a given context. 
One key feature of Photoswitch functionality has not yet been fore grounded, which has implications 
for product ideas relating to a digital collage.  Through the affordances of the device, content from 
both regions cannot be displayed concurrently; in deployment, a photo from a teen's collection could 
not be displayed next to a photo from their mother's.  Either channel was exclusively displayed at any 
one time.  The point is that Photoswitch afforded the juxtaposing, not of content as much as regions; 
and as such, the juxtaposition became one of ownership, presence and potential: a photo from one 
person's collection was juxtaposed with the other person's space for expression; and each person's 
region was acknowledged as a real and present space for actualising expression. 
This functionality was played out in use through people taking turns to view the regions.  Photoswitch 
experiences showed 'turn-taking' practices to mediate ways in which the control of displays was 
distributed between the system and the user.  The way in which the Photoswitch door forced its users 
to take turns to view the separate collections also forced its users to, for a given duration, engage 
with the perspective of the other - that is, view a photo from the other person's collection.  In fact, 
the design afforded that a user must to this in order to view another photo from her own collection; 
the photo-fading behaviour imposed a 15-minute timeframe for 'engagement with the other'.  This 
constraint proved to be a valuable function for fostering attentiveness and dialogical understanding 
on multiple representations of family.  Because of this, the feature served as a valuable tool in 
research, for fostering reflection-in-action, and dialogue.  
The aesthetic value in this turn-taking feature has implications for product design, and the case of 
designing a digital collage.  A key implication is that the temporal situating of photos and the 
coordination of this situatedness across multiple regions is significant to expression.  So how might 
this be mapped to product-orientated ideation?  The notion of reciprocity or turn taking could be 
considered as a subtle, but central aspect to polyphonic design in interactive display systems.  Based 
on the insight from Photoswitch use, one could propose functional constraints to serve a similar 
purpose in a product concept, as a feature of polyphonic design. A straightforward translation of the 
Photoswitch functionality to the design of a collage with multiple regions could render a functionality 
that enables only one region to be viewed at any time.  Alternatively, a more nuanced translation 
might be manifest in enabling users to carefully coordinate the salience of regions that are 
concurrently displayed. Envisioning a product concept like Photostream, one could imagine how 
concurrently displayed photo regions may be manipulated so that each region is attributed relative 
visual salience. 
When the Photoswitch door was not used to express the ownership of collections, its use was 
determined by the particular choice of content at hand - that is, which specific photo was available 
for display from the collection.  Reflecting on the Photostream concept, and imagining a collection of 
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photos being channelled, one by one, into a single region, the need might arise, at any given time, to 
render a particular photo more or less salient in a larger collage of juxtaposed photo displays.  The 
notion of coordinating visual salience in a digital collage like Photostream echoes the DST literature 
in respect of representing multiple selves: the relative salience of I-positions is considered a central 
feature of self-processes and central to social functioning.  Photostream could afford its users the 
ability to coordinate the relative size of individual regions.  Coordinating relative visual salience of 
regions, then, is one product-orientated concept that reflects the temporal framing of displays. 
Developing this further, perhaps the ability for a user to manipulate screen 'real estate' could be 
afforded to varying degrees on the condition that other users be given voice in another context, or in 
turn, as it were.  This could be enforced by some means of the display system identifying who is using 
the display device at a given time and affording constraints or opportunities to that person 
accordingly.  This picks up on the distribution of control in Photoswitch use, between users and the 
system; the imposition of such functional constraints could be socially enhancing. 
This points to another polyphonic consideration, concerning the agency with which individual 
householders can and 'should' give voice to their photographic expression.  Bakhtin's idea of creating 
equal rights for multiple voices cannot be translated so literally to the creation of equal screen space 
for the multiple expressions of householders - this is too simplistic and conflicts with people's 
expressed desire to curate the salience of voices.  Rather, a polyphonic design might afford equal 
potential to each householder to voice himself or herself, but at the same time afford for this 
potential to be mediated by social factors such as power relations, and negotiated.  A polyphonic 
design should therefore create and retain the potential for householders to each express their unique 
view on the world, but also afford for this to be expressed loudly or quietly. 
Attempts to design this kind of potentiality into the functionality of a product concept like 
Photostream presents interesting challenges.  Turning back to the Photoswitch experience: the door 
feature embodied the potential for both its regions to be displayed at any time; significantly, 
however, the design also afforded for this potential to be mediated by family power relations; indeed 
this determined the device's meaningful use.  The question follows: how could the Photostream 
proposal, just introduced, be designed to incorporate potentiality in a similar fashion?  The visual 
salience of Photostream's regions could be established through their spatial manipulation so long as at 
no point their boundaries are encroached by being visually obscured.  To afford a similar potential to 
Photoswitch, every region on the Photostream collage would 'have to' be kept visible and accessible, 
to whatever degree, in relation to the others.   
Alternatively, there might be the option to visually obscure a channel - and encroach its boundary, 
and, if so, then there 'should' also be the twinned option to 'uncover' this channel again.  So long as 
this is the case, it is argued that such a proposal fosters the aesthetics of polyphony with respect to 
individual agency. 
Boundaries are important  
The ability for users to demarcate sites for individual expression, in space and time, is an important 
functionality for polyphonic design.  Further considerations that embrace the aesthetics of polyphony 
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include: (i) the juxtaposition of individual sites for the spatial and temporal composition of 
relationships between voices; (ii) the potential for democratic expression to be afforded to individual 
users; and (iii) the composition of relationships and democratic expression to be shared and 
distributed between multiple users and the system itself.  
The potential value of a digital 'collage' display for shared use in a family home has been re-engaged 
as a hypothetical 'design brief', and elaborated by introducing the Photostream concept.  Thought has 
been given to the way in which people might share use of the collage: points of view are to be kept 
distinct and curated for relative visual salience.  The portioning of space and time for expression 
implies that the meaningful use of such a collage happens on the boundary of self and other, at the 
intersection of people's 'fields of vision'.  The aesthetics of juxtaposition, and the notion of 'temporal 
framing', evoke McCarthy and Wright's 'threads of experience', and specifically the Compositional and 
Spatio-temporal threads. The importance of boundaries, their composition, and their negotiation, 
comes to the fore. 
This section has considered the design potential of polyphony and how it may be expressed through 
the affordances of digital imaging.  Design has been inspired by Bakhtin's a notion of democracy 
whereby all users of a display system (e.g. a family household) can be given potential agency.  The 
next section considers more closely the workings of this agency, addressing findings on 
intergenerational power relations and the realpolitik from a design perspective. 
10.3.3 Design for Answerability 
Designing for answerability means supporting the expression of moral accountability and 
responsiveness between self and other.  As reinforced earlier in the chapter, Dialogism binds 
answerability together with ethics, aesthetics and personal agency because, not only are people 
answerable to each other but, through a dialogical lens, they are also viewed as having the personal 
agency to act upon their answerability.  As answerability is about personal choice and moral 
judgment, it is seen, for the purposes of this thesis, to be further bound to the emotional content of 
photographic expression.  A discussion on answerability builds on other major findings about the 
significance of curatorial control, privacy boundaries and the realpolitik, for the healthy functioning 
of self and family. 
As with polyphony, answerability is an abstract concept that is perhaps hard to find instructive for 
design practice and is again perhaps best illustrated by reference to existing designs.  The work of 
Tibor Kalman may provide a commercial example of 'design for answerability' (Hall and Bierut, 2002). 
As a graphic designer and Art Director for Benetton's Colors magazine, Kalman sought to author 
graphic images that provoked debate within the communities of their viewers.  His images engaged 
viewers with ethical issues and prompted them to react, to adopt a moral position.  And he did this 
by re-appropriating and juxtaposing content - and often photographic content - that, within a given 
social order, had not previously been juxtaposed or had morally conflicting associations.  This content 
was also carefully situated for provocative effect: for example, photographs capturing birth rituals 
were presented on large billboards (ibid).   
Design for answerability can also be illustrated with features of the Photoswitch design.  As set out in 
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Chapters Six, Seven and Eight, the central provocation behind the device's functionality was to 
establish conditions for making a moral choice to display one photo over the other and making value 
judgments on the content.  Use of the sliding door for engagement with 'the other' is central to the 
act of making choices; the temporal aspect to turn-taking, that is, the duration of photo displays, was 
used by participants to express photos' significance or value: 'I express the relative value of my photo 
and your photo'; or 'I express the relative value of your photo and another person's photo'.  This 
functionality afforded what has come to be known as in-display triaging. 
The role of Photoswitch as a novel intervention and the nomination of its users as 'research 
participants' played no small part in activating its users' sense of moral engagement and 
accountability, to the researcher as well as to each other.  The value of Photoswitch as a research 
tool to this end has been established.  But its design features have, somewhat unwittingly, also shown 
the value of fostering moral engagement in a product, exceeding the design's original purpose. 
Thinking about general design considerations, two aspects about the sliding door feature are 
instructive for understanding what it means to design for answerability.  First, the handling of one 
region directly affects the other, so the effect of one's actions upon the other is made visible in real 
time; and there is direct feedback: displaying 'my' photo directly affects the display of 'your' photo 
and vice versa.  Secondly, through the photo-fading behaviours, people experience a different kind of 
feedback, about how the door is handled over time.  The degree to which a photo has faded provides 
some indication of how long a region has been covered for.  This is less of a histogram and more of a 
slow feedback loop.  In the field, the door and photo-fading mechanisms created a heightened sense 
of awareness about the effect that one's actions had on another's expressive potential. The two 
aspects to functionality, affording (i) direct and (ii) indirect forms of feedback, contributed to the 
sense of accountability and obligation felt by participants, which ultimately triggered empathy and 
working consensus in the parent-teen relationships. What emerged was an enriching experience for 
users that centred on understanding how to represent others within their household.  
Direct manipulation & feedback 
 
Figure 98: Photostream concept: interface indicates who has manipulated the display & how. 
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How might the aesthetics of answerability be rendered in the design of a product?  Photostream has 
been conceptualised as a digital screen populated with media channels into a communal family space.  
The concept can now be developed further to harness answerability.  Photostream might be designed 
to allow users to directly manipulate the form and arrangement of channels for the in-display triaging 
of photo displays, akin to the triaging performed in Photoswitch use through sliding the door. 
Specifically, the screen could have a multi-touch, interactive surface enabling the direct 
manipulation of photos. 
Perhaps the Photostream interface could also be designed to indicate who has handled what channel, 
when and how. This would create a heightened awareness of that person's answerability to the person 
who owns the channel and is akin to the photo-fading behaviours on Photoswitch indicating whether 
or not a photo has been covered within a certain time frame.  Recent activity could be represented 
on the display surface of Photostream.  For example, the border of each channel could be coloured or 
marked in some other way to indicate who was the last person to handle it - that is, to resize and re-
position it (Fig. 98).  Potentially, the owner of the channel could also be remotely notified via digital 
networks about this activity. 
Incorporating direct manipulation features into Photostream raises interesting design issues 
concerning scalability and complexity.  One might ask: if the collage affords direct manipulation, 
then how many people may be able to manipulate it at any one time?  Accompanying this is the 
question of to what extent the surface could be manipulated.  Imposing constraints or limits to 
manipulation calls to mind the idea, expressed above, that the system itself could retain a degree of 
control over what could be manipulated in order to ensure polyphonic expression; system control 
could help choreograph turn-taking in use of the display. 
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Figure 99: Photostream notification features & networkability. 
The prospect of incorporating notification features into Photostream also raises interesting issues of 
scalability and complexity, especially when considering how information on Photostream use might be 
distributed, or even how the device itself might be networked to other computers (Fig. 99).  This 
invites further questions about the context of use.  How much information about the collage's 
manipulation may its joint owners want to know when they are not in the vicinity, and to what extent 
would this matter to them?  If data on Photostream use were to be documented and distributed 
across digital networks, who would the users of the collage be answerable to?  Further, introducing 
the idea that Photostream might be connected to a network prompts reflection on the situatedness of 
photo-handling in relation to answerability and invites questions such as: would people want to 
manipulate the collage remotely, for example when they are not at home, or when they are in 
someone else's home?  And, if so, how might this interaction across locations be coordinated if people 
are concurrently manipulating the collage in different locations?  These questions point to a broad 
design space that interrelates thought on situated displays, answerability, and digital networkability.   
If Photostream is a product concept that serves to enable reflection within this space, it also serves 
to illustrate how a networked display design could become complex in functional requirements and 
complicated in use.195 
Photoswitch invited people to confront differences and tensions that emerged when multiple voices - 
                                         
195 This echoes reflections in Chapter Six and the networking of Photoswitch, Photomesh and Photoillume in 
conceptual design exercises. 
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collections - were juxtaposed.  The features that harnessed a sense of answerability also invited 
people to resolve tensions of self and family presentation at the site of display, through direct 
manipulation and collocated talk.  Negotiation had as much to do with affording people the option to 
choose between regions as it did with affording equal potential for both regions to be given voice at 
any time.  It is suggested here that there is value in this affordance for product design, and it its 
centred on the experience of 'constructive conflict' first discussed in Chapter Eight.  A new question 
might be entertained, of how a design might serve to contextualise the forms of answerability that 
have just been described in the expression of social relationships. 
Constructive conflict 
In Chapter Eight, the term 'constructive conflict' was introduced to define a phenomenon that 
emerged in Photoswitch use: tensions on the presentation of self and family were, for the most part, 
engaged in collocated talk and worked out as a constructive, self-enriching process; in-display 
negotiations on what to display were centred on tensions but were constructive, they helped 
formulate and express shared ideas of family.  This finding was certainly surprising to the designer-
researcher, and may be elaborated here in relation to answerability. 
In previous chapters, the concept of constructive conflict and its perceived value to intergenerational 
technology use was shaped by literature on the application of a Constructed parenting style in 
conflict resolution (Ricco and Rodriguez, 2006, Rosen et al., 2008).  As such, psychological 
interventions in clinical practice report the benefit of inviting parents to adopt the perspective of 
their children, with mind to parents and children learning to identify with each other's views, and 
ultimately respect each other as an equal centre of value (Holmes et al., 2008). The Photoswitch 
experience was found to resonate with this practice. 
Constructive conflict can be used to inform practice-based research methods as well as ideas for 
products.  Constructive conflict evokes Bakhtin's moral reasoning that dialogical exchange promotes 
epistemological growth in the self, and promotes affinity between self and others.  This has been 
recognised in HCI by Wright and McCarthy (2008), who suggest that dialogical exchange can be used 
to foster empathy between a designer and their user towards understanding the user's experience and 
the needs and values that colour this experience.  The deployment of Photoswitch in research 
supports Wright and McCarthy's ideas, as does the deployment of the Study One task cards: both 
interventions created a setting and locus for intergenerational sense making on self and family 
portrayals; both prompted the shared voicing of negative or conflicting feelings surrounding these 
portrayals towards their dialogical resolution. 
Here, it is also proposed that constructive conflict be harnessed as a general design consideration to 
support the functioning of self and family. The parallel between the interventional nature of the 
clinical work and the Family Portrayals' interventions underpins the notion that designing for 
answerability means designing for confrontation.  By juxtaposing multiple collections in the 
communal space and affording their direct manipulation, Study Two households were invited to foster 
dialogical understanding; each household was confronted with 'a full polyphony of equally valid voices' 
(in Bakhtin's words).  In general, it may be said that photoware could be designed to play more of a 
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contextualising role in intergenerational conflict and less of an agentic one; that is, display design 
could be orientated towards opening up the dialogue between parents and teens rather than 
designing for a particular set of interests, or any one person's interests.   
The concept of Photostream, as it has been described so far, illustrates how this 'contextualising role' 
might manifest itself in material terms.  But how might this role be established in the case of 
Photostream being networked, and displays distributed across multiple sites?  As a networked display 
system, how could Photostream be designed to bring householders together on difference?  Perhaps 
the flow of content across a network could be designed in such a way as to promote and determine 
the juxtaposition of intergenerational channels at various display sites?  Would this, perhaps, invite 
opportunities for confrontation?  The proposition to design the flow of media in this way certainly 
presents an interesting challenge to designers.  Plus, entertaining this idea immediately foregrounds 
the issue of curatorial control. 
Curatorial control 
The notion of polyphonic design upholds Bakhtin's idea of democracy and supports the incorporation 
of teen photos into family representations.  But the design considerations that have been formulated 
so far in this chapter need to be developed to embrace other key findings from Family Portrayals, on 
curation.  These findings also point to 'the weight of answerability' and they concern, in particular, 
the pragmatics of the realpolitik and a need to (i) ensure and (ii) promote a household's healthy 
functioning.196  Parents adopt the role of curator as a moral imperative because they feel accountable 
to their wider community to uphold certain conventions of family representation.  Although great 
value is found in teen contributions to family photo collections - shown in Photoswitch use, these 
portrayals still need to be curated by parents; whilst collaboration is valued and to be encouraged, 
parents still need to be able to, in Lara's words, 'take control'. 
As set out in section 10.3.3, design for answerability also involves taking a moral position as a 
designer-researcher.  This might mean supporting one user's interests to the exclusion of others'.  
Family Portrayals sensitised the designer-researcher to the multiple and conflicting interests that may 
populate a single design space; Photoswitch efficaciously contextualised these multiple interests. 
However, the sum insight gained from Family Portrayals leads the designer-researcher to adopt the 
following position in this final chapter: (i) to support curatorial activities and acknowledge parental 
concerns for reinforcing control over teens who remain ultimately in their care, whilst (ii) promoting 
dialogical exchange between parents and teens to support the inclusion of teen representations in 
home curation.  Pointing back to Chapter Five, this means designing for a household's means of 
management, the means of creating domestic order.  From the point of view of the parent-curator, 
the interface of a family display system needs to afford for them to take curatorial control at any 
time of what is being displayed. 
It might seem as if curatorial control could not be afforded without compromising the aesthetics of 
polyphony; however, it is posited here that it could. As is, Photostream is a polyphonic design concept 
that fosters answerability by setting the stage for people to forge dialogical understanding on self and 
                                         
196 See section 10.2.1. 
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family representation.  But, as hinted in talk above on curating channel visibility, Photostream might, 
hypothetically, afford curatorial control over channels.  Again, inspiration can be drawn from the 
Photoswitch experience to envisage how. 
A kind of curatorial control emerged in Photoswitch use that was not observed in the deployment of 
the task cards.  This related to the digital display of photos and the ability for users to directly, and 
with ease, manipulate them.  Curators reported removing a photo from display, or keeping a photo on 
display for a particular audience, describing the household's compliance with this.  This activity was 
referred to in analysis as 'local control' because it was enforced when the curator was physically 
present.  For Photostream, the incorporation of direct manipulation suggests the value of a design 
feature that affords a means to curate the salience of (collaged) regions quickly and easily in situ. 
The notion of 'coarse-grain control' is an oft-cited functional requirement for controlling privacy in 
ubiquitous computing systems (Lederer et al., 2004); and, in the case of Photostream or a related 
concept, a kind of 'coarse-grain control' could be afforded to the curator to render a particular 
salience of voices at any given time. 
A 'coarse-grain control' feature would afford greater or lesser voice to householders' representations, 
but would not cut their voices off.  For example, a teen's voice might be 'quietened' by it.  By 
retaining the potential for voices to become salient and not cutting them off, the Photostream 
design, would, arguably, remain polyphonic; the feature would afford local control rather than 
system control - it would afford the occasion of 'taking control'.  
The incorporation of this kind of functionality invites new questions about the situatedness of digital 
display technologies and their networking potential.  Curatorial control could only be achieved in 
Photoswitch use when the curator was physically present; there was nothing in the design that could 
enforce this otherwise because the device was not networked to other computers.  Also, the 
household juniors were only answerable to the curator in Photoswitch use when the curator was in 
the vicinity. Given this, what might it mean to incorporate a 'coarse-grain' control feature into a 
design like Photostream that could be networked to other computers?  Leading from this: what might 
it mean to enable a curator to enforce 'coarse-grain' control remotely, when she is not in the vicinity?   
The physical and social affordances of networked display devices have significant implications for 
curatorial control.  Photostream has been introduced as a hypothetical product concept to consider 
what it might mean to engage the aesthetics of polyphony and answerability in display design. 
Photostream channels photos into a communal space, to a situated display.  One might imagine the 
audience for Photostream to be made up of those visitors to a home that come into the vicinity of the 
device wherever it is situated.  But what might it mean to network these channels so as to reproduce 
the display (in full or in parts) in other spaces as well as the communal space?  What might it mean to 
'feed' of photos from personal computers to the communal space through Photostream and then to 
other computers from the communal space?  Reflecting on digital networking invites the question of 
what spaces might define the curatorial domain and what its boundaries might be, and who the 
audience might be?  And from this, new questions concerning answerability emerge.   
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10.3.4 Design for Situatedness 
Discussion in this section will focus on the situatedness of photo displays in the digitised home and 
how perceptions of domestic space affect the exercising and negotiation of curatorial control.  
Situatedness is therefore engaged as another aesthetic sensibility for designers to consider. 
Family Portrayals has shown that, in an age of ubiquitous computing, home curation has become a 
much more complicated business, not least because the curator's job of 'siting' portrayals and thus 
coordinating their salience is problematised by the pervasion of mobile and wireless computers into 
the home.   This digitisation issue was first observed in Study One and relates to curator's perception 
of domestic space: digital domains and digital artefacts did not figure prominently in the curator's 
‘field of vision’ (in Bakhtin’s words). 
Study One findings featured curators' practice of home mode photography.  Curators demonstrated 
domestic order to the household through tangible and visible means; photo prints were contained 
within the physical walls of the home, their social meaning intelligible to the household and its 
visitors because of the legacy of home mode.  The task card interventions and the prompts to present 
photos in situ fore grounded how households and their visitors 'communed' with curated 
arrangements.  Through their everyday handling at home, parents exercised a means of management', 
whilst juniors and visitors demonstrated compliance.  People were physically orientated towards 
displays and, in their accounts, curators described a domain for representing family that was bounded 
by the physical architecture of the home and its rooms; they did not consider online domains to be 
significant spaces for this activity.   
In keeping with the home mode orientation towards artefacts and space, the curation of online 
domains was largely sought through the physical monitoring of others (including children), and 
through tangible constraints on access to spaces and equipment.  The desktop or 'family computer', 
for example, afforded controls by being permanently fixed in a given place; the computer's 
'situatedness' afforded the physical monitoring of teen usage with relative ease.  This focus on 
situatedness was further reflected in Photoswitch use. 
But, as elaborated in Study Three, curators' focus on physical monitoring was seemingly blinkered. 
Even when in the vicinity, parents were not necessarily aware of the audience that their teen's 
desktop activity was being projected to, nor privy to the nature of their teens' online expressions to 
get a sense of how they, or their teens, may be answerable to particular others beyond the household 
and the home.  Recall Julie describing her reliance on her mother's computer to use Facebook; her 
mother, Hisako, didn't use Facebook so wasn't privy to Julie's expression on it.  The broader point is 
that, whilst curators impose physical constraints, these may not be as effective a control mechanism 
as they imagine.  With commercial applications now available for uploading photos directly to a 
website from a mobile device197, restricting access to the site of the family computer or another 
physical space may be inconsequential.  Digital domains that pervade the home are not always 
demonstrable to the curator to frame, nor exercise control within - nor are they intelligible or 
manipulable by curators, with implications for answerability.   
                                         
197 This functionality is provided by Flickr: http://www.flickr.com.  Accessed 04. 05. 10.  
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Answerability in digitised space 
Set in the context of extant literature and commercially available products, Family Portrayals' 
findings suggest that curatorial practice is under-supported in the design of digital tools and 
environments.  As discussed in Study Three, an intergenerational digital divide has been identified 
(Byron, 2008): curators, as parents, feel answerable to society for junior householders' use of the 
Internet - and indeed to all recipients of the home's displays.  But their lack of technical proficiency 
and knowledge about digitised space renders them disempowered to act upon that answerability.  
This forms the basis for another key design consideration: to the extent that teens are under parental 
and curatorial control, there's a moral imperative for the intergenerational divide to be bridged so 
that the curator can understand the nature of a household's digitised display systems, how they 
connect to the world, and how their teens may use them for self and family representation. Engaging 
with this moral imperative, design could serve to sensitise the household-at-large to the expressive 
activity on digital display networks pervading the home, making demonstrable the extent and effect 
of householders' displays in both the online and the offline domains, to communicate their 
situatedness.  
It follows that, to afford curation, a display technology should be carefully designed to provide 
feedback about its status in relation to the digital networks it is part of.  It also should afford this 
feedback' in a social context and in the context of the system being in the world with other systems.  
This 'system view' invokes a basic principle of interaction design (Crampton Smith, 2006, 36).  From a 
pragmatic-dialogical perspective, 'good interaction design' is signalled by a computational system that 
is answerable to its user by making interconnectivity explicit.  This suggestion resonates with Edwards 
and Grinter's (2001) propositions for making home networking devices usable.  The authors highlight 
'intelligibility' as a barrier to usability (ibid, 259); physical wires make models of connectivity 'explicit' 
because "connections are observable, and connections don't change on their own" (ibid, 258).  By 
contrast, wireless connections are often hard to discern at any given time, as are the potential 
configurations of networked devices as a 'domestic ecology' (ibid, 259). 
Thinking on product support for home curation, it might be valuable for designers to adopt a systems 
perspective. As such, a concept like Photostream might be elaborated to the status of a node in a 
bigger, and perhaps extensible, display system.  An interface to this system could be designed to 
enable the curator to sense: (i) what householders can do and have done with photos in the system; 
(ii) where their individual voices are in the system and who they can voice themselves to when they 
are there; (ii) where their voices could potentially go in the system; and (iv) how they could act in 
the system as they move through and beyond it to other systems.  The overarching point is that 
technologies could support the curator understand how a display system works, and how people 
within and beyond the household populate it.   
It is suggested here that one way to foster this kind of demonstrability is to minimalise the 
discrepancy between parents' and teens' conceptualisations of the home's digital domains - essentially 
how they map it.  After Edwards and Grinter (2001), it is posited here that designers must devise new 
models, or visualisations, for understanding digital connectivity in family homes so as to afford 
dialogical exchange between parents and teens; this would, it is proposed, foster mutual 
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understanding of the domestic spaces that members operate in on behalf of their household.  With 
this in mind, the discussion now turns to reflect on intergenerational perceptions of domestic space 
and how design might be enlisted to bridge the so-called 'divide'. 
Intergenerational divide on space perception 
Paul Dourish (2006b) makes a case for the social production of digitised space that resonates with 
Hermans and Kempen’s' (1993) conceptualisation of 'self as movement'.198  Dourish considers the ways 
that people move through space to express something of who they are; and how trajectories between 
people and things intersect.  These 'things' include, significantly, digital artefacts.  He emphasises a 
point that was made in Chapter Nine in reference to the online-peer domain, that digital 
technologies, platforms and their interconnections are as real and contributory to the production of 
space as non-digital phenomena.  He reinforces the notion that people's everyday interactions with 
people and technologies produce - and reproduce - space as spatialities; his use of the term spatiality 
is akin to Bakhtin’s concept of field of vision; it describes a human abstraction of lived experience 
that represents people's sense-making in the everyday world.  Home curation is an example of such 
'practice', as is the production of curatorial narratives that organise day-to-day home life and then 
reproduce this organisation. Following from this, the production of space is 'embedded' within 'frames 
of power': "(t)he production of space takes place within specific power relationships" (Dourish, 2006b, 
302); and "the production of space is conditioned by one's access to and legitimacy within that space" 
(ibid, 304). 
In Dourish's view, technologies that are brought into home settings transform opportunities for 
understanding the structure of those settings, (i.e. they transform opportunities for developing 
spatialities and, in turn, power relationships).  He posits that the design of computational systems 
could be informed by understanding (i) how spatialities arise through practice and (ii) the role that 
computers play in this practice.  The example of the family desktop computer, given above, can be 
drawn upon again to show how a 'fixed infrastructure' associates computing practices with 'particular 
places" (ibid, 299); Dourish describes how the introduction of mobile computers (such as a camera-
phones) into the home transforms people's association of computing with place and transforms their 
expectations of what they can do where. 
In Family Portrayals, the curatorial 'spatialities' of home were redefined by the pervasion of wireless 
digital networks, Internet-enabled computers and camera-phones. Teens' efficacious use of these 
technologies afforded them, almost exclusively, a landscape of domestic activities that extended 
significantly beyond the home's physical architecture.  By contrast to their parents, the online-peer 
domain featured prominently in teen spatialities of home as a major feature of domestic space.  
Indeed, 'points of access' to the Internet become significant loci in teen mappings of home, gaining 
additional significance when determined and constrained by parental controls over equipment. 
Thus, intergenerational differences in the perception of space determined the realpolitik.  Teen 
access to the online-peer domain was legitimised and ensured so long as their parents were relatively 
blind to it.  It was in the teens' interests to distinguish and separate the online-peer domain from the 
                                         
198 Dourish does not, however, reference Bakhtinian Dialogism or DST in this 2006 paper. 
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offline-familial domain.  At interview, teens gave greater voice to the online-peer domain in the 
absence of their parents: when interviewed with their parents, teens described practices that 
reproduced the spatial features of the curatorial domain; when interviewed separately, they 
described practices defining least two domains, the offline-familial and the online-peer domain.  In 
keeping with Dourish, the online-peer domain afforded 'real' autonomy to teens because it was part of 
a curatorial blind spot. 
Interaction designers may consider ways in which online and offline domains intersect in family 
homes, and the different affordances constituting the different spaces.  Dourish and Palen (2003), 
offer insight here from their work on privacy regulation, first introduced in Chapter Nine.  The 
authors' broad point concerns the perception of spatial boundaries in offline versus online 
environments: whilst spatial boundaries are core to managing self-disclosure, people's perceptions of 
them are obfuscated by the affordances of digital tools and environments.  The affordances of the 
online world differ to those offline.  The affordances of the latter are familiar to most people but, as 
the authors point out, with digital technology, "our ability to rely on these same physical, 
psychological and social mechanisms for regulating privacy is changed and often reduced" (ibid, 130). 
Audiences "are no longer circumscribed by physical space" (ibid, 130); and the recordability and 
subsequent persistence of digital information means there are now potential 'audiences in the future' 
(ibid).  Compounding this is that people confuse the different affordances of the online and offline 
worlds, making representations in the digitised home hard to curate and creating scope for 
misrepresentation.199 
Curating the digitised home 
These considerations may now be brought to the particular design brief that produced the 
Photostream concept.  What might it mean, in the context of this brief, to minimise the 
intergenerational digital divide, and afford parents' curatorial control, online and offline. 
 
Figure 100: (a) Concept sketch of PhotoHome, a visualisation of digitised domestic display space; (b) Multiple 
visualisations of this space afforded to individual householders. 
One way to assist curation could be to design a technology that shows householders the different 
affordances, online and offline, of their home's digitised display spaces.  The notion of this has been 
explored in a short concept-sketching exercise.  One idea, dubbed Photohome, can be referenced 
                                         
199 See also Tufekci, 2008. 
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here to elaborate the discussion.  Photohome describes a visualisation tool providing a holistic or 
partial representation of the home's 'display spaces' at any given time (Fig. 100).  This representation 
could be pictorial, and/or sonic and tactile, and, perhaps, accessed ad hoc through a variety of 
digital interfaces that are used in and beyond the home (Fig. 100a).  Such a representation could also 
'make demonstrable' the way in which the home's display spaces are transformed (or potentially 
transformed) by the technologies that mediate them at any given time; it could be refreshed 
accordingly.   
Photohome might function independently of a display device, for example as a standalone appliance; 
it might be used independently of people's display activities, for example as a monitoring device.  It 
might be a software application, or an applet, or plug-in, to a host program associated with managing 
a home's computer network.  But, further to all these functions, it could also being used, proactively, 
in the specific context of display making.  Work on privacy by Lederer et al. (2004) offer further 
insight in this regard.  Consolidating insights just cited by Palen and Dourish, Lederer and colleagues 
reiterate that digital devices should be designed allow people to understand the disclosure 
implications of their networked use, to afford and empower meaningful social action through them.  
The authors add that this means making demonstrable the potential flow of data through a device as 
well as the 'actual' flow (Lederer et al., 2004, 440-441).200  They argue that the configuration of 
'settings' for expression through a system should be embedded in the activity that the settings are 
being configured for, rather than the process is 'extracted' from that activity.  Indeed, many HCI 
studies on disclosure recommend for systems to support socially situated activity through them.  
Photohome could be designed to assist in socially situated display making.  It could be integrated with 
display devices like camera-phones or situated screens, perhaps taking the form of a software 
application accessed through the user interface that directly informs a display act (as in Figure 98a).  
A representation of the home's digitised display spaces (visual, tactile, or otherwise) could be 
provided on any display device showing what displays can be afforded in a given context of use - and 
also what the boundaries to expression are.  In tandem, Photohome could also be used to configure or 
curate the functionality afforded by that device: the representation that Photohome provides could 
be exploited as data input for curatorial control; by signalling access to particular display spaces, 
Photohome's representations could also trigger the enforcement of particular controls on the device, 
or on the systems and spaces that it is connected to.  In this way, Photohome could be used to 
configure display-making technologies (including desktop computers and camera-phones) as part of 
the photographic expression that is made through them in the home. 
                                         
200 The extent of the potential for disclosure needs to be clear so that it might be exploited. 
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Figure 101: Photohome visualisation showing (a) Spaces afforded to a teen for display making in a given scenario & 
(b) With additional graphical information about potential audiences for displays. 
But what might the Photohome representations look like?  Consider the two sketches in Figure 101, as 
initial, scenario-driven suggestions inspired by Family Portrayals accounts.  Figure 101a is a concept 
sketch exploring what it might mean, hypothetically, to define, and represent (the presence and 
accessibility of) domestic spaces afforded to a teen for displaying her photos at a given time.  The 
representation is somewhat topographical.  In this scenario, a teen is located in the living room of her 
home, with her camera-phone to-hand.  She can access 'My Facebook' through the 'Camera-phone'.  
She can also access 'My Facebook' through the 'Family PC' that is currently switched on in the kitchen.  
Imagine that Photohome software is running on her camera-phone and showing her this 
representation as a screen display.  The sketch shows that the teen can, in principle, make photo 
displays in any of the spaces that have been defined, at the current point in time. 
The sketch in Figure 101a immediately invites critique and speculation.  Photohome depicts socially 
produced spaces so, in this case, one assumes that these have been defined and labelled by the teen 
to represent her field of vision; presumably there would have been a set-up process within 
Photohome and its affiliate camera-phone application, for configuring her view.201  But this raises the 
question of whether or not spaces defined by others could be incorporated into this teen's 'view'?  
Also, the representation in Figure 101a gives no clear indication of who may be able to view the 
teen's displays in the respective spaces - in this scenario.  For example, the audience for displays 
made in 'My Bedroom' might greatly differ to those in the 'My Facebook' space. This could be partially 
addressed by conveying, within the Photohome visualisation, the size of the potential audience in 
each space (Fig. 101b).  Perhaps other form factors could convey other contextual information about 
audiences.  But this raises further questions concerning how information on audience size, or any 
other feature of the audience, may be articulated and acquired by the system in the first place. 
Another contention is that Figure 101a gives no clear indication of whether or not the teen is 
encroaching upon the display activities of other householders in any given space.  Perhaps her 
awareness of others' concurrent activity could be inferred by her switching to look at the 'map' of 
                                         
201 Perhaps a template would've been provided for this. 
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another householder within the interface to Photohome.  Further to this idea of 'seeing what others 
are doing': in an alternative scenario, feedback from Photohome to the curator of this hypothetical 
household could include notification of when the teen uploads photos from, say, the Family PC.  One 
could imagine the curator configuring Photohome to provide this feedback because she wants an 
ambient awareness of the potential for her photo collections, kept on the Family PC, to be disrupted 
in the event of the teen's use.202 
Photohome could also enable the semantics of physical space to be mapped in digital space, and vice 
versa.  For example, via Photohome configurations, Facebook might only be accessible to the teen in 
the communal spaces of her home and not in her bedroom; and her camera-phone could be 
configured by Photohome to enforce this constraint.  Any attempts to do photowork in her bedroom 
from her camera-phone might be met with a barrier to device functionality.  Similarly, time-based 
constraints could be set on Photohome so that, when it is 'supper-time', the teen finds that she 
cannot access Facebook from anywhere in the home, including space on the 'Family PC'.  And, in the 
course of everyday home life, the teen might carry her camera-phone around the home with the 
Photohome software running, and meet a barrier to a digital domain.  Such barriers might be 
represented by tactile-audio feedback: in this case, her phone might vibrate, to symbolise 'bumping 
into' a virtual wall.  These ideas point to the strategies employed by Family Portrayals' curators to 
constrain teen access to tools.203 
Implicit in the sketch of the Photohome concept is that it would provide a contextual representation 
to an individual householder.  Building on the last scenario, the curator could also establish display-
making affordances on behalf of the whole household separately from the context of display making, 
to exercise curatorial control.  Photohome could then serve a mediating role in the actual act of 
display making, to enforce and feedback on this curatorial control.  Photohome could also function to 
support the ambient monitoring of displays.  Representations created for individual householders 
could be made accessible to the household-at-large, and especially to the curator, through the 
application.  It is anticipated that, by affording discrete views of householders' activity in this way, 
Photohome might serve to foster dialogical understanding on intergenerational photo practices, and 
help householders establish (i) a common field of vision for display-making at home and (ii) individual 
boundaries to expression. 
Curating boundaries to expression 
This last point on boundary management will be addressed in the final part of this section.  As 
discussed in previous chapters, the maintenance of personal space and privacy boundaries by 
individual householders is found to be important for fostering intergenerational intimacy.  This 
includes partitioning space on shared devices.204  Boundaries may not be fixed, though, nor clear-cut: 
Family Portrayals' conveyed the desire for parents to establish curatorial controls with input from 
their teens; boundary talk was welcomed.  The degree of disclosure on personal events between 
                                         
202 This idea is inspired by Cat's account of interfering with Yvonne's photo collection on the family computer and 
Yvonne's concern about it. 
203 For an example of such constraints, see section 9.4.2. 
204 This insight has been consolidated into the polyphonic interaction aesthetics discussed above. 
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parents and teens may be in flux.  Building on the conclusions of Chapter Nine, a technology like 
Photohome could be designed to respect spatial boundaries whilst supporting intergenerational 
awareness and boundary talk that fosters dialogical understanding, especially about display making in 
the online-peer domains.  
Much boundary talk is on the curation of content, which points back to a central research question: 
How are teen photos integrated with the household's curated displays, and how might this integration 
be supported by design?  In the Ubicomp discourse, Palen and Dourish depict boundary management 
as a dynamic process involving 'selective control of access to the self', with the aim to achieve an 
'optimal balance' of openness and closedness in any given situation (2003, 130).  The authors 
introduce the term 'genres of disclosure' to express the need for different aspects of self - different 
identities, different content - to be expressed in different contexts, as "socially constructed patterns 
of privacy management" (ibid, 133).  This sense of coordinating 'openness' and 'closedness' to content 
echoes Hermans' and Kempen's theory on the relative salience of I-positions.  In keeping with the 
notion of self-as-movement, self-disclosure can be viewed as 'multi-dimensional' and ongoing: people 
continuously present themselves in different ways to different people, sometimes concurrently or in 
the same communication exchange, at the intersection of multiple boundaries of self-disclosure.   
This can be taken forward in product design.  Photohome could be designed to support disclosure - 
and, in turn, curation, by supporting dynamic boundary management between different spheres of 
action (Palen and Dourish, 2003).  For example, a boundary might be identified at the intersection of 
parent and teen spatialities, such as, say, access to Facebook at 'supper-time', and might even 
represent a conflict of interests.  Photohome, through specific features, might prompt dialogue or 
collaborative photowork at the boundary; an option could be built into the interface for the ad hoc 
revision of affordances within the display network and, in turn, the parent and teen spatialities.   
On the management of content, imagine that each householder in the Photohome scenario has at 
least two collections of content that they want to display in different ways in their home, categorised 
as 'Friends' and 'Family.  Photohome could provide an ad hoc means for manipulating representations 
of this content, within its own symbolic environment and, in turn, within the home's physical and 
virtual spaces.  Imagine that a teen has created a Photohome representation, akin to Figure 99a, 
above; this representation could comprise two layers of information, comparable to the way in which 
architects' plan-view drawings on tracing paper are laid on top of each other; one layer could relate 
to 'Friends' content and the other to 'Family'.  The teen could manipulate each layer in the Photohome 
interface to set privacy controls determining how categories of content, such as 'Personal', or 'Family', 
are made accessible to others in the home's mapped spaces.  For example, the teen could allow 
people exclusive access to her 'Friends'' photo collection when they are physically present in her 
bedroom.  To reiterate, these controls could be enabled for interaction 'on-the-fly'. 
Key to this scenario is the idea that Photohome could support people's reflexive interpretation of 
situations for identifying boundaries as well as people's expression at and through them.205  In 
general, this support to reflexivity may promote intergenerational engagement about the polyphonic 
                                         
205 This activity was fore grounded in Study Three (see section 9.5.2). 
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representation of self and family.  It may also create opportunities for self-other encounters.  The 
value of technologies that accentuate boundaries in digitised spaces is well established in the 
Ubicomp literature.  Chalmers and Galani (2004) and, more recently, Benford et al. (2009) describe 
these boundaries as 'seams' and advocate 'seamful computing' to foster attentiveness to the real-world 
definition and presence of digital domains.  Aipperspach et al. (2008) have designed domestic 
artefacts that actively promote seamful computing.  The rationale in the literature, and with the 
Photohome concept, is to recognise and design for the multi-voicedness of spatialities mediated by 
digital networks.  It is also to recognise the potential of digital designs to transform spatialities. 
To recap, the discussion in this section has consolidated Family Portrayals findings on the social 
production of digitised space, mediated by photo displays.  Bakhtin's ideas for situating self-other 
relations in space and time, and the particularity of context for doing so, have been expounded in 
relation to technology design.  Discussion has attended to the different perspectives on domestic 
space held by parents and their teens - their different ‘fields of vision’ - and how these frame the 
realpolitik at home.   
General design considerations have been put forward for bridging the intergenerational divide on 
space perception to support home curation.  Product-orientated ideas have been described through 
the introduction of the Photohome concept, with design sketches, in turn, proving useful for 
generating further research questions about the design space.  Ideation has focused on the points of 
connection and disconnection between people and devices; this includes physical connections 
between computers and networks as well as the intersections of spatial, socially produced boundaries 
to individuals' fields of vision.  Significant is the notion of designing to support and promote dialogical 
exchange at these boundaries.  The next section will build upon these insights to set out the core 
argument of the thesis. 
10.3.5 Design for Heteroglossia  
In the course of this chapter, a set of design sensibilities has been described for supporting the 
photographic representation of intergenerational relationships in family homes.  The phenomena that 
Dialogism promotes - polyphony, answerability and situatedness, have been translated into aesthetic 
sensibilities to inform and inspire designers.  The potential application of these sensibilities in a 
design brief has been illustrated through Photostream and Photohome.  Working through these new 
concepts, it becomes apparent that designers need to support dynamic interaction across (i) shifting 
boundaries of self-disclosure, and (ii) shifting power dynamics. 
Further to this, it may be suggested that display technologies be designed, not just for relationships 
between people per se, nor for given roles within the family, but for the contingency within these 
roles and relationships.  That is, there may be great value in designers considering not just how to 
support relationships between a number of householders, but also intrapersonal dynamics: for (i) the 
multiple identities, or I-positions, that each individual adopts within their field of vision; and for (ii) 
the intrapersonal relations between these identities at any given time in the broader, social context.  
It is suggested here that, by acknowledging these dynamics, designers may cater better for the 
potential transformation of power relations, and other kinds of self-other relations, within 
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intergenerational exchanges.  Within this rationale, the heart of the thesis emerges: to promote the 
value of designing for the multiplicity of identities that householders represent in their everyday 
exchanges with others; and to promote the usefulness of a pragmatic-dialogical framework for 
understanding how to design for the expression of those identities. 
The implications of this thesis will be unpacked here in relation to one more of Bakhtin's concepts: 
heteroglossia.206  The challenge of designing for heteroglossia is discussed in this section in terms of 
designing for 'multiplicity-in-unity', a phrase coined by Hermans and Kempen (1993) to acknowledge 
heteroglossia in DST.  The discussion set out in section 10.2.3 can be re-engaged: the dialogical self 
functions on the 'real-world' boundaries of self and other, and the reality of situations always exists in 
these self-other relations.  This view has implications for design because the functionality of people 
and representational devices is contingent on context; there is, in Bakhtin's words, 'a constant 
interaction between meanings, all of which have the potential of conditioning others' (Bakhtin 1981, 
426).  These design implications, relating to the multiplicity of identity and the unity of family in the 
course of ongoing change, will be unpacked in the sections to follow. 
Transitions in experience 
With this in mind, it is useful for the designer-researcher to think about the flow of interaction 
between self-other positions.  The concept of experience 'as flow' is framed by Hermans and Kempen's 
use of James (on 'Self as movement') and Middleton and Brown's use of Henri Bergson (on 'Duration').  
The concept also is further picked up by Dourish in relation to spatialities and boundary management.  
Extending the discussion: the boundaries that may frame orientations towards people, displays and 
devices may also be thought about in a different way, as transitions that punctuate ongoing 
experience.  The idea of boundaries or 'seams' as points of transition evokes the potential for 
technology to transform spaces, and to move people from one understanding of the world, to 
another.  Benford et al. (2009), after (Chalmers, 2004), introduce a framework for HCI that 
conceptualises transitions in this way: the authors put forward "the idea that an interface can 
establish a trajectory towards or through it, ... or that a user may craft their interactions so as to 
establish such a trajectory for others" (Benford et al., 2009, 717).  Through conceiving of 'interaction 
trajectories', the authors offer a useful means for articulating how experiences may be framed and 
transformed through design.  Transitions may relate to beginnings and endings of experiences, to 
changing responsibilities to others, the exchange of tools, and so on.  This idea is useful when 
considering the dynamism of digital imaging and the temporal framing of photo displays. 
Although not couched in dialogical terms, the authors acknowledge the design challenge presented by 
heteroglossia, conveying the messiness and complexity of relationships.  They describe how multiple 
interaction trajectories may engage with each other at any time and meet with a variety of 
transitions, including multiple physical interfaces as well as those that are socially produced.  The 
authors highlight the need to design for the spatio-temporal 'interleaving of multiple ongoing 
experiences' (ibid, 716).  This sparks thinking on how to manage the juxtaposition of encounters and 
prioritise certain activities over others.  Collaboration and contingency are emphasised: actual 
                                         
206 See section 2.1.11 for a definition of heteroglossia. 
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trajectories may be different from planned ones; and transitions may happen in unexpected ways.   
The trajectories framework is useful for thinking about the practice of family photography over time. 
In light of the Family Portrayals' findings, designers may be guided by the notion of developmental 
trajectories.  Consider the digitisation of home technology, including photographic tools, and how 
new tools may be adopted and integrated into practices and interfaces.  How might a mother learn to 
use Photostream or Photohome?  What might her learning experience be like and would learning 
outcomes cause a shift in intergenerational power relations?  That is, would her 'tech-savvy' teen 
always be one step ahead in the adoption of the new technology?  Or would the autonomy afforded to 
the teen in the online-peer domain be compromised as her mother gained new knowledge about 
digital domains?   The implication for design is that learning is integral to the experience of new 
technology and, from it, unforeseen power relations may arise.   
Another developmental trajectory is that of the teen, transitioning into adulthood and exploring 
multiple, alternative selves in the process.  This process of identity-formation found to mediate both 
intergenerational relations and the handling of photos and other media, with implications for the 
function of photos as legacy objects, heirlooms, or mnemonics.  The family's changing relations as 
teens grow up may change the function of photos.  Study One cases are recalled here, including the 
handling of wedding photos, directed by mothers’ anticipation of the photos’ changing value for 
children in emerging adulthood.  An interesting design space emerges for supporting legacy and, 
specifically, for imagining the future of the family album as a legacy object; the album may be 
reconceptualised less as a 'container' and more as a dynamic portrait, a living stream of experiential 
trajectories, ongoing, transitioning, and multiple.   
The notion of 'transitioning' provides useful conceptual design tools for re-engaging the trends of 
digitisation and democratisation in photography.  Display technology may offer valuable support to 
self and family representation if it is flexible enough in its functionality to support the changing 
interpersonal and intrapersonal dynamics that mediate photo practices.  The next section explores 
how this functional flexibility may be achieved in practice.   
Interconnectivity in expression 
Creating functional flexibility means, in no small part, supporting interconnectivity between devices.  
Study Three highlighted the significance of interconnectivity with respect to the pragmatics of 
connecting cameras to computers and peripherals.  This was partly motivated by people's need to 
share equipment and work across online and offline platforms - the need to interconnect people and 
devices in the expression of multiple identities.  The digital photography market is already geared 
towards making its devices broadly compatible with digital devices per se (Chute, 2003); industry 
standards and universal components have been introduced for devising camera connections, and this 
universality may, in principle, extend to the design of display technologies. 
Designing for functional flexibility also means designing for the changing use of content as it is 
exchanged between people and devices, and passed on over time.  This invites the question of to 
what extent functional changes to content may be automatically put into effect by photoware versus 
manually, by people.  Could various interconnections and transitions signal changes in the function of 
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a photo and, in turn, photoware?  And to what extent could these changes be partially or wholly 
automated?  These thoughts may be clarified by presenting the following scenario, and the example 
of a wedding photo.  Imagine, when a 'wedding photo' reaches a certain age, it prompts an archive 
system to display it to certain family members.  This activity can take place without any human 
mediation; the photo can be automatically distributed over the Internet to particular people, for 
example, to the referents’ children who have grown up and moved away from home.  This simple 
sketch illuminates the agency of photographic content as it plays into the design of flexible display 
tools that interconnect family members. 
Hence, functional flexibility could be leveraged by embedding 'intelligence' in the photo itself.  As it 
is encountered, the photo could prompt a computer or a person to act.  The orchestration and control 
of multiple photo collections, in and beyond the home, is currently made possible through encryption 
and tagging, as extrapolated in Chapter Eight with reference to Location-dependent Display systems 
(Elliot et al., 2007b) and Proactive Display systems (Congleton et al., 2008).  Current technology 
affords the potential to support curatorial control and the realpolitik by imposing 'permissions' 
constraints upon display and distribution; a photo display may be 'contained' in this way, connections 
prevented.  This technology could be leveraged in future designs to interconnect digital domains with 
the physical properties of the home and its architectural semantics. The possibilities of this have 
been illustrated with the Photohome concept: as the 'photo-as-agent' moves across a physically 
defined spatial boundary, it may signal a context for boundary talk, for transforming the state of the 
boundary, and, with it, constraints to expression.  In this way, curatorial control may be exerted on a 
teen's personal, private content.   
Consider the following addition to the Photohome design, inspired by the notion of developmental 
trajectories: all photos that a teen takes are encrypted upon capture and, by default, curatorial 
limits are imposed upon the spaces that these photos are distributed in; these limits may also be 
orchestrated over time.  The permission to distribute 'what' and 'how' is to be negotiated with the 
curator.  Thus, there is much scope in leveraging the 'photo-as-agent' to control the disclosure of 
multiple representations across space and time. Perhaps cameras could also be tagged with unique 
identities that ensure parental mediation of their use, along with the content they produce. 
Note that the Photohome design places emphasis on flexibility and negotiation whereby curatorial 
control may be distributed between the generations.  For example, within the system, teens may be 
afforded the opportunity to approve their parents' photos prior to display as well as their parents' 
approval being sought.  Also, the nature of the boundaries could be altered.  A lightweight alternative 
to permissions could be notifications to action: the photo-as-agent could form the basis of an 
awareness system for the family's display activities.  Overall, the system could be programmable to 
achieve various forms of intergenerational exchange. 
Talk on the photo-as-agent leads to the concept of a photo having multiple identities; tags associated 
with a given photo could be considered I-positions, possible identities for the photo.  These identities 
could be ascribed by people, or automatically ascribed according to use; they could represent plans 
for the proposed function of a photo in the future.  This extends the idea that a photographic 
referent is another I-position that may be integrated into the self-concept.  It also extends the idea 
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of 'framing a photo': the notion of channels confronts people with the idea that a photo can be in 
multiple places at once; the design of display technology becomes concerned with the multiple 
positioning of photos; and display design becomes concerned with something like 
hyperconnectivity207.  Leading from this, a challenge to designers is to engage family households with 
a systems view of domestic photo display, and the framing of photo-streams rather than photo-
objects. 
Photohome and Photostream open up the design space of dedicated photo display channels for the 
purposes of this discussion.  Photohome extends the functions associated with Photostream by 
offering an alternative and highly situated interface to display making.  Indeed, Photostream may be 
incorporated into Photohome; Photohome could be used to choreograph multiple Photostream-like 
displays throughout the home: if Photohome provides an interface to the home's display systems, 
additional interfaces akin to Photostream may be incorporated as nodes in the Photohome network.  
Imagine Photostream as a situated display interface in a communal space.  Also, imagine Photostream 
as an application on a mobile device.  And imagine it connected in an ad hoc fashion to a variety of 
digital devices as part of an extensible, ubiquitous network.  Perhaps each householder has their own 
Photostream channel; perhaps each has multiple channels.  In principle, the Photohome system now 
provides a flexible interface for controlling - regulating, even - and contextualising boundary talk.  
With these affordances, Photohome would aim to support the transitioning of intergenerational 
experiences towards dialogical understanding. 
Supporting shifts in power 
The concepts sketched out in the last two sections were intended as a means to communicate general 
design considerations relating to heteroglossia, the multiplicity of identity and the unity of family in 
the course of ongoing change.  The crux of the thesis is to open up a design space for supporting shifts 
in power between mothers and older teens.  What might it mean in practice to do this?  How might 
intergenerational power dynamics be expressed through technological configurations?  Some general 
design considerations follow. 
Building on Family Portrayals insights, the dyadic relations in this design space could be approached 
in terms of collaboration and exchange - or constructive conflict, rather than conflict per se, with 
mind to parents and teens sharing curatorial control.  Shared curation could even be viewed as the 
distribution of work, so that the teens are seen to contribute to what has historically been 'mother's 
work'.  Based on the designer-researcher's ethical position on the findings, this collaboration would 
involve the parent being afforded overall control, but with the teen being afforded the opportunity to 
share this control to whatever extent is worked out within the dyad.  
Perhaps designers could afford for particular curatorial activities or domains to be allocated to 
individuals.  For example, whilst parents curate the offline domains, perhaps teens could take a more 
active role in curating the online domains on behalf of their household. This reflects the power 
dynamics revealed in Study Three: there was a shift if not an inversion of power relations across the 
offline-online boundary; and teens' were dominant in online expression.  Perhaps mothers could draw 
                                         
207 http://en.wikipedia.org/wiki/Hyperconnectivity. Accessed 02. 11. 09.  
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upon their teens' online expertise to the advantage of both parties.  In this way, the distribution or 
shifting of power between mothers and teens could be orchestrated. 
The computerisation, of photowork could play a part in this orchestration.  For example, a display 
system could be programmed to afford its users different kinds of control in order to afford shifts in 
power; specifically, the system could be designed to afford programming potential. One could 
envisage designs that may be programmed to intentionally and explicitly distribute control between 
householders.  The Photoswitch system afforded this for the purposes of the research context: 
screen-fading behaviours were programmed by the designer-researcher to afford constraints to 
participants.  In future designs, the ability to program photoware could be harnessed by householders 
themselves, to coordinate both the sharing of devices and the partitioning of space for various 
aspects of photowork, including display. This might also be played out online.  Possibilities for 
programming displays have been sketched out with Photohome and the capability to program 
photoware as part of the broader curatorial concern.  A central consideration when designing a 
programmable interface is the 'apparent' generational divide on technical proficiency. Another central 
consideration is that the notion of programming seems somewhat incongruous with heteroglossia and 
contingency.  Therefore flexibility would have to be retained within the system for this to work, and 
the 'rules' would have to be attended to with mind to on-going revision. 
The Photohome concept can be drawn upon to explore further design ideas relating to the 
distribution of control between people and devices.  The following design scenario builds on ideas set 
out earlier in the chapter but introduces new dynamics of interaction.  Assuming that each 
householder has their own personal media channels on Photohome, imagine that they could each be 
allocated a quota of bandwidth for streaming their content within the system, which they must 
choose how to use over a given period of time.  Imagine that, as a result of this quota, the more 
bandwidth a householder uses, the less bandwidth she is afforded in subsequent use.  This notion of 
bandwidth quota could be put into effect across an ecology of display devices in a given home; a user 
might have to consider use of her 'quota' across multiple display regions. The designer of such a 
system would have to consider the interface for working with this bandwidth - with mind to making 
its usability inclusive.   
An iteration of this idea concerns less the constraints on bandwidth and more constraints upon 
capability - or functional affordances - through the interface. What if, the more a user exercises 
expression through a Photohome interface (node), the harder it becomes for her to do so through that 
same interface?  The notion of 'quota' could still apply, but this time it would apply not to bandwidth 
but to 'amount of use'.  Akin to the physical constraints to use imposed by the Photoswitch design, the 
Photohome system could play a role in orchestrating the quota of use within a household.  The notion 
of bandwidth quota and use quota brings together many of the aesthetic sensibilities set out in 
preceding sections, relating to polyphony, situatedness and answerability. The rationale behind the 
idea is that the 'quota' would have to be negotiated in line with these aesthetics.  Arguably, this kind 
of design would promote householders' dialogical engagement with both the display technology and 
the content. 
The affordances at play here are not unlike those in the design of computer games, to the extent that 
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game designers often adjust the efficacy of the game to the player in response to the player's 
performance.  Of course the motivations of game designers differ to those that underpin this current 
project, and, unlike the premise of the 'design brief' in this final chapter, the game design context is 
not attempting to support the 'real-world' pragmatics of family life.  But the adaptive systems built 
into such games offer inspiration for design more broadly.  In an industrial research context, Julian 
Bleecker has recently designed a prototype interface that serves to critically explore these very 
systems, and by doing so presents scope for their potential real-world applicability.  In the following 
excerpt, he describes the rationale behind the design of ‘PSX’.208 
Reconfiguring	  a	  standard	  Sony	  Playstation	  controller,	  modifying	   it	   so	   that	   it,	  over	   time,	   its	  controls	  
become	   less	   responsive,	   as	   if	   one’s	   game	   character	   gets	   tired	   to	   the	   point	   of	   exhaustion.	   So,	   for	  
example,	   in	   a	   game	  where	   one’s	   character	   is	   running	   around	   a	   fictional	   city	   as	   in	   the	  Grand	  Theft	  
Auto	   series	   of	   games,	  …	   these	   hyperactive	   characters	  will	   become	   exhausted	   over	   time.	   Effectively,	  
they	  won’t	  move	   despite	   the	   (real)	   player’s	   attempting	   to	   press	   them	   onward	   by	  manipulating	   the	  
modified	  joystick.	  The	  joystick	  “gets	  “	  its	  energy	  from	  an	  activity	  monitoring	  device	  called	  Flavonoid	  
that	   the	   player	   can	   wear	   throughout	   the	   day.	   More	   activity	   in	   the	   “real	   world”	   allows	   the	   game	  
characters	  to	  sustain	  their	  “game	  world”	  activity	  longer.	  209	  
In this example, sensory feedback from the real world, (in this case, from a monitoring device), is 
used to adapt system settings for a Playstation game so that heavy use of the interface determines 
constraints to expression in 'game world'.  Increased resistance comes with increased use. 
There are other 'cause and effect' mechanisms that could be designed so as to renegotiate device 
control.  In the case of Photohome and as set out earlier (with the Photostream interface): perhaps 
the size of a channel could be reduced with increased use, (along with, in turn, its visual salience 
amongst other channels).  Vice versa: if a channel is not attended to by it's owner for a relatively long 
period of time, it could increase in size; as such, the display system might force a sense of 
answerability onto the channel's owner, and prompt them to make a choice about the ongoing display 
of the current photo and its ongoing significance, perhaps in a particular place. The 'quota' idea could 
be extended into the online domains as well, as a way to contain - or provide a sense of, perhaps, - 
the volume and distribution of content in the online-peer domain. 
                                         
208 http://www.nearfuturelaboratory.com/projects/psx/. Accessed 20. 04. 09.  
209 http://www.nearfuturelaboratory.com/2009/03/17/design-fiction-a-short-essay-on-design-science-fact-and-
fiction/.  Accessed 20. 04. 09. 
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Figure 102: Concept sketch of a 'joint consent mechanism', exploring the affordance of permissions. 
A third concept sketch picks up on the discussion above about permissions.  Imagine that a display 
could only be made through a home network following the approval of the household-at-large.  For 
example, imagine that a Facebook post, or an inkjet print, could only be made with the consent of all 
the householders.  This idea of joint consent could manifest itself in the form of multiple switches 
that must be activated at the same time, and positioned in such a way that more than one person is 
required to activate them, (Fig. 102). 
Taken together, the three design concepts - the allocation-of-power mechanism, the cause-and-
effect, joint-consent mechanism - serve to illustrate the challenges and possibilities presented by 
attempts to design for intergenerational power dynamics.  More broadly, the concepts suggest an 
agentic role for artefacts in shaping power relationships; they intend to engage or enact dialogues 
around power relationships, foregrounding their salient properties. 
Heteroglossia consolidates central ideas on Dialogism that inform this thesis.  The concept of 
heteroglossia sparks reflection on an interesting set of design considerations: that the functionality of 
people and representational devices is contingent on context; that the multiplicity of identities, or 
positions, that people experience are constantly being shaped by their interaction with other 
identities in the world.  These interactions are the embodiment of meaning making and, in the case 
of a familial-domestic setting, are understood to order and unify the ‘democratic’ household as well 
as dynamically reconstruct it. 
The main body of this chapter has sought to build on insights about the social function of photo 
displays to develop design sensibilities.  It is suggested that designers could better leverage the 
affordances of digital technology, including the transmutability of digital imaging, to support 
flexibility, interconnectivity and, more generally, manipulability in photographic representation at 
home.  It is envisaged that the printed photos of 'home mode' would be incorporated into the broader 
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heteroglossic expressions of contemporary photographic practices. The set of ideas represented here 
reflects the trend towards digitisation and the 're-framing' of photography's historical associations 
with the fixing of verisimiliitudinous images and expressions. 
10.4 Future Research 
The discussion now turns to consider how the insights set out in section 10.3 may inform future 
research.  There are two strands that relate to the research objectives: a methodological strand 
explores the value of a pragmatic-dialogical approach to future HCI inquiry, which contributes to an 
emerging discourse on Experience-centred Design; and a strand that explores directions in future 
Photography.  The implications of the social psychological insights on the function of photography in 
self-processes and intergenerational relationships are discussed along these two strands, with the aim 
to contribute to a Social Psychology of Experience discourse. 
10.4.1 Towards A Pragmatic-dialogical Methodology 
This section focuses on the methodological contribution of the project, how Family Portrayals' insights 
may have elaborated a pragmatic-dialogical approach to HCI research.  McCarthy and Wright (2004) 
aligned Pragmatism and Dialogism with the agenda in the HCI field to innovate. HCI has traditionally 
incorporated applied disciplines including, most obviously, computer science; and the rationale to 
revise and innovate has always been of tacit appeal to practitioners as they introduce new designs to 
the world.  Significant to the thesis is that the authors engage 'other', non-scientific disciplines by 
highlighting Dialogism's aesthetic and ethical dimensions.  Therefore the co-joining of Pragmatism and 
Dialogism makes for an inclusive approach that is sympathetic to the creative sensibilities of HCI 
practitioners who may not conduct inquiry using the scientific method, but may work in 
interdisciplinary research projects with others that do.   
Insights from the current project will now be used to illuminate and extend some features of a 
pragmatic-dialogical framework, arguing the usefulness of these features: for future interdisciplinary 
inquiry in HCI; for making social psychological insights intelligible and useable to creative 
practitioners; and for understanding the role of artefacts in social psychological functioning. 
The approach has been elaborated by coining four aesthetic sensibilities, polyphony, answerability, 
situatedness and heteroglossia. What the thesis adds to the discourse is a reflexive, comprehensive 
account of how the sensibilities were generated from empirical studies, and how an interaction 
designer may apply them.  Specifically, the concepts have been appropriated and repackaged as a 
means to sensitise designers (and researchers) to their aesthetic and ethical positionings in the world, 
their relationships with a research subject, with participants, with other people working on related 
projects, and so on.  The applicability of these concepts has been demonstrated in the context of a 
design brief, set out earlier in the chapter. 
At this point, Rogers' (2004) and Stolterman's (2008) concerns about the nature of practice-based 
research, outlined in the introduction to section 10.3, may be re-engaged. To reiterate, Stolterman 
posits that "(a)ny attempt to produce outcomes aimed at supporting design practice must try to 
understand the nature of design practice" (Stolterman, 2008, 55).  He suggests that designers don't 
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intuitively respond well to using tools that 'prescribe' a design process (ibid, 56): "designers are to be 
"prepared for action" not "guided in action" (ibid, 61). Arguably, one feature of a pragmatic-dialogical 
approach is for inquiry to inform design practice by generating sensibilities rather than procedures.  
This argument has been demonstrated through the contextualisation of the four sensibilities in the 
current project, and framed as a methodological contribution to the HCI discourse.  
A related framing of potential contributions in the current project is the articulation of the designer-
researcher's positioning, whereby 'researcher' and 'designer' are two identities positioned in 
meaningful dialogue with each other.  In the course of this project, the analytic mindset of IPA has 
created the opportunity for the designer-researcher to produce an in-depth, reflexive account of 
design practice in HCI research.  Such accounts are sparse in the HCI literature (Stolterman, 2008) 
and, arguably, the 'dialogical' understanding produced between the 'designer' and 'researcher' voices 
in this account is valuable given the 'pragmatic' demands of interdisciplinarity.  
However, the question remains of how the sensibilities may be taken up by designers and researchers 
who do not have the particular field of vision and positioning of the designer-researcher that has led 
this project.  An important methodological consideration to be taken forward in future studies is how 
the aesthetic sensibilities coined above are made accessible to and applicable by design practitioners 
who have not also undertaken social psychological research and may not have the analytic expertise 
of a social psychologist.  Stolterman implies, after Rogers (2004) that 'designerly tools' should not 
"demand any sophisticated theoretical understanding or knowledge" (Stolterman, 2008, 56).  Instead, 
he implies, designers prefer to draw upon 'individual concepts'; he uses the Gibson's concept of 
affordance as an exemplar.210  He also refers to 'situatedness' as such a concept.   
It is envisaged that the aesthetic sensibilities above, which conveniently include 'situatedness', could 
be communicated to designers as 'individual concepts' that inform a pragmatic-dialogical approach to 
practice.  These could be inter-related with the concept of affordance.  The following descriptions 
are put forward as suggestions.  'Polyphony is a property of the environment that affords equal 
expressive potential to all present entities.  Answerability is the expression of causal relationships 
between entities and their environment.  Situatedness is the expression of contextual relationships 
between entities and their environment. Finally, heteroglossia is the expression of contingency 
between entities and their environment.' These summative descriptions convey potential for 
Bakhtinian terminology to be translated into plain and accessible language for design practitioners to 
use.  It is posited that to do so would be valuable for HCI research that incorporates design practice. 
The application of these sensibilities may be illustrated with the following conceptual design tools.  
‘Consider the design space to be populated with multiple interests.  Consider your subjective view on 
these interests as a designer.  Consider whose interests you are serving within the design space and 
why.  Consider that the properties of the design space will change along with the interests that 
populate it.  Consider the potential for transformation through your design.’  This set of 
considerations is not comprehensive, but for the purposes of the thesis, constitutes a pragmatic-
dialogical approach to a design brief that illustrates how the aforementioned sensibilities may be 
                                         
210 See section 2.2.4. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
10. CONCLUSIONS 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
   
 
347 
actioned. 
Another feature of a pragmatic-dialogical approach is the embracing of embodied expression in study 
designs, shown through the deployment of the task cards and Photoswitch.  These 'creative 
interventions' framed photos as 'performative material culture' (Edwards, 2009) whereby people’s 
photographic experiences engaged more than visuality, and attention was drawn to embodied 
interaction with images.  Building on the case made in section 10.2, the interventions successfully 
fore grounded the role of artefacts in psychological functioning, an idea further supported by Shotter 
and Billig in an article on Dialogism and social psychological inquiry in which the authors describe how 
the expression of social psychological functioning is located in embodied interaction. 
We	   must	   recognize	   that	   if	   people	   do	   'display'	   their	   'inner	   lives'	   or	   'psychological	   states'	   in	   the	  
temporal	  organization	  of	  their	  behaviour,	  then	  we	  need	  the	  same	  kind	  of	  socially	  shared,	  relationally	  
responsive,	  perceptual	  understanding	   in	  our	   studies	  as	  we	  employ	   them	   in	  our	  daily	   lives	   together.	  
(Shotter	  and	  Billig,	  1998,	  25)	  
This is an approach to inquiry whereby the content of individual expression is united with experience.  
In the current thesis, this may be viewed as a feature of a pragmatic-dialogical methodology.  
Such an approach is sympathetic to established understandings of design practice.  
When	  we	  design	  a	  computer-­‐based	  system	  or	  device,	  we're	  designing	  not	   just	  what	  it	   looks	  like	  but	  
how	   it	   behaves.	   	   We're	   designing	   the	   quality	   of	   how	   we	   and	   it	   interact.	   	   This	   is	   the	   skill	   of	   the	  
interaction	  designer.	  (Crampton	  Smith,	  2007,	  36)	  
According to Crampton-Smith, the interaction designer's approach is to focus on the experience of 
interaction.  To this end, the creative interventions employed in the current project have shown the 
expertise of the designer to offer lenses on the site of inquiry that, in and of themselves, embody the 
'relationally responsive, perceptual understanding' that Shotter and Billig describe above. 
Indeed, the interventions prompted reflection on that which might be the very subject of design. 
Both interventions engaged a 'reflective conversation' with artefacts (Ackermann and Strohecker, 
2001, Schon, 1983).  The design of these interventions was informed by Sengers and Gaver’s' (2006) 
hermeneutic strategies211: whilst being functionally usable, the interventions afforded multiple and 
changing interpretations by their users; they challenged expectations that might be brought to their 
interaction, and, in turn, to engagement with photo displays in general; they interfered with socio-
cultural expectations and power dynamics, de-familiarised aspects of home life (Bell et al., 2005, 
Sengers et al., 2005).  As a result, they accommodated a design space of multiple voices.  Further to 
this, a pragmatic-dialogical approach could be said to feature reflexivity, creativity, agency and 
provocation.  In Family Portrayals, the interventions opened up the 'play of possibilities' (Anderson, 
1994), invited new perspectives on everyday worlds and novel configurations of existing and emerging 
technologies.  The 'revisionary' and 'dialogical' agendas were intertwined in exploring relationships 
between designers and researchers, research participants, photos, display devices and so on.  
Crucially, design was used, not as an end in and of itself, but as a means to provoke discussion.  The 
site of inquiry was populated with designs that may be (i) imbued with multiple meanings and (ii) 
subject to multiple evaluations.  Cat and Yvonne, for example, voiced differing 'requirements' from a 
digital photo frame. So, the use of the interventions informs methodology by showing how specific 
                                         
211 See section 2.2.6. 
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system 'requirements' can never 'capture' the experienced needs and desires reflected in empirical 
findings (Boehner et al., 2008). 
A final note may be offered on using this approach for interdisciplinary research.  Bakhtin himself 
voiced interest on interdisciplinarity in (his notes) 'Towards a Methodology for the Human Sciences' 
(Bakhtin, 1986b).  This interest was later highlighted by Gardiner and Mayerfeld Bell (1998) when 
considering the value of Bakhtin's work to the social sciences.  Key to highlight is how Bakhtin brought 
together thoughts on human perception and human creativity.  It is suggested that his concepts offer 
an invaluable resource to the HCI field for establishing a genuine dialogue between the sciences (such 
as social science and information science) and the arts (including design and critical theory), and 
between theory and practice. 
Overall, a pragmatic-dialogical approach to HCI research offers a lens upon experience that keeps the 
felt life of the individual in focus whilst engaging social relationships between people and the world.  
As McCarthy and Wright point out, existing forms of inquiry in the field that focus on the pragmatics 
of human-computer interaction lack this focus212: "few of them have given us any sense of how 
individuals in any of these settings feel about their work and their colleagues, what their emotional 
response is to the situations in which they find themselves, and what the emotional and ethical 
weight of a moment or even in these settings is like" (McCarthy and Wright, 2004, 187).  It is hoped 
that the findings of this current project reinforce the value of a pragmatic-dialogical methodology for 
a broader ‘experience-centred’ design approach in HCI, including the value of the conceptual tools 
that it offers for interdisciplinary inquiry (Wright and McCarthy, 2010).  It is also hoped that the thesis 
communicates the value of this methodology to social psychological inquiry that extends beyond the 
HCI field and engages other disciplines. 
Using IPA in a pragmatic-dialogical approach 
As documented in Chapters Five and Eight, the interdisciplinary nature of the project demanded that 
the formal IPA method be adapted in empirical work, to accommodate the making of creative 
interventions.213  The adaption of IPA shall now be critiqued in order to consider its limitations and 
possibilities for use in future studies and, specifically, for doing pragmatic-dialogical research. Few 
publications exist in the HCI field documenting the use of IPA in conjunction with research-orientated 
design practice, and the notable example embraces Dialogism to do so (Chonchúir and McCarthy, 
2008).  The authors of this study advocate IPA “for understanding user experience of in-depth single-
case analyses that focus on the personal and the particular” (ibid, 401); and their insight is reinforced 
by findings in the current project. It is further posited here that the development of IPA to 
accommodate design practice would render it a valuable tool in the HCI field because, from a 
pragmatic-dialogical perspective, design is deemed relevant in social psychological inquiry and 
cultural mediation is deemed significant in psychological functioning.214 
IPA studies reflect a predominant engagement with interview transcripts.215 However, In Family 
                                         
212 Many 'embodied interactional' approaches to HCI adhere to Ethnomethodology as opposed to Phenomenology. 
213 See sections 3.6, 5.7.1, 7.2.4 and 8.6.2. 
214 The rationale for turning to IPA for use in the current project is documented in section X.X. 
215 See http://www.ipa.bbk.ac.uk/about-ipa.  Accessed 14 June 2010.  
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Portrayals’ studies, photographic content (visual texts) and embodied interaction had to be analysed 
alongside talk. In Study One, the method was adapted via the insertion of photo-prints into the 
transcripts in chronological order of how they were presented at interview.  These photos were 
subjected to visual hermeneutical engagement216, made compatible with existing IPA methods 
through hermeneutic phenomenology217, and made part of a sense-making exercise that wove the 
visual and non-visual texts together.  Similarly, photos were inserted into the designer-researcher's 
narrative account, which formed the body of Chapter Five, to accompany transcript extracts.  Study 
Two further engaged visuality-as-hermeneutics with the analysis of content chosen for display on 
Photoswitch, and, again, this content was included in the narrative account of findings (in Chapter 
Eight). The apparent efficacy of this process supports a general argument for the formal inclusion of 
visual hermeneutical engagement in IPA methods. 
IPA was further adapted in Study Two to accommodate the analysis of embodied interaction, through 
the generation of a ‘Photoswitch account’. In a recent publication, IPA’s key proponents, Smith, 
Flowers and Osborn, reemphasise IPA’s central concern with embodied experience in a cultural world 
of other bodies that exert both physical and psychological limitations, “a psychological or 
phenomenological sense of the body which transcends (but is grounded in) the physicality of the 
body” (Smith et al., 2009, 199). The authors observed the agency of artefacts as part of this central 
concern, but only implicitly, and a pragmatic-dialogical lens may now be applied to give this 
observation new prominence.  Discussion in the previous section pinpointed how the language of 
design itself can frame the hermeneutical concern with felt life that IPA promotes.  This ‘framing’ 
was maximally leveraged in Study Two by embedding various sensors into the Photoswitch device, and 
the artefact producing another perspective on the research subject - the ‘Photoswitch account’. 
Further framing in this respect was achieved through the physical limitations that the design exerted 
on family interaction with it (including the spring-loaded door).  It is argued in this thesis for IPA to 
entertain the concept of an ‘artefact voice’ that could be made sense of in conjunction with the 
‘human voice’, via the analysis of the sensor logs in conjunction with interview transcripts 
corresponding to artefact use.  To do this would be to recognise the significance of cultural mediation 
in the IPA framework. 
The efficacy of using visual texts and computational artefacts in an IPA analysis can be further 
unpacked in connection to the extant literature in phenomenological psychology. Langdridge (2007) 
emphasises the implications of the hermeneutic turn for recognising the agency of the text in 
phenomenological engagement and the distinction between spoken and written discourse. When an 
interpersonal dialogue is recorded in a research activity - for example at an interview, the recording 
exists in a symbolic world, and the researcher’s ongoing ‘dialogue’ with the subject of inquiry must 
account for this – for example in the transcription process: “(t)ranscribed interviews, the material for 
most qualitative analyses, clearly occupy an intermediate position, for they are produced in dialogue 
with ostensive reference but then fixed in writing, thereby transcending the conditions of their own 
production” (Langdridge, 2007, 46). In his work, Langdridge fore grounds the value of the 
                                         
216 See section 3.4. 
217 See section 3.6. 
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researcher’s critical reflection to analyse “the overlap of authorial and textual meaning” (ibid, 47) - 
for attending to the particular nature of dialogical exchanges with humans versus non-humans. 
Building on Langdridge’s work, it is suggested here that the notion of ‘text’ be conflated with 
material culture (including computers) more broadly, and that the researcher’s orientation to it 
demands recognition of its symbolic status alongside the direct phenomenological encounter. It is 
further suggested that the hermeneutic component of IPA makes it possible to incorporate this form 
of engagement into an IPA method. Whilst being advocated here, though, it should be noted that the 
use of artefacts in IPA remains underexplored to date (Smith et al., 2009). The efficacy of using 
artefacts remains an open question to be pursued in future studies, perhaps through building a corpus 
of case examples that echo the design and deployment of creative interventions (i.e. Photoswitch or 
the task cards). 
However, at least one key challenge is identified with pursuing this endeavour, based on the 
experience of conducting the Family Portrayals’ studies, and that is the management of complexity.  
Additional complexity arose in analysis through the recognition of cultural mediation and accounting 
for the 'voices' of non-humans alongside the human sample:  the visual texts and sensor data led to 
additional sense-making work.  The challenge of managing complexity relates to a broader concern 
with engaging with 'individual lifeworlds' from multiple perspectives.  Smith and colleagues 
acknowledge this as a perennial issue for IPA researchers and point to sampling techniques as a means 
to manage it (ibid). They suggest increasing the homogeneity of the sample and decreasing its size as 
means for containing the amount of complexity – and work – that is at play.  Indeed, the adaption of 
IPA for Family Portrayals raised issues that related to the amount of work constituting the analytic 
process. Reflecting retrospectively on the nature of the samples, it may be said that they were too 
large for the scope of the project.  Crucially, this is because of their heterogeneity, or 
multivoicedness: they included dyadic perspectives and the use of artefacts.  IPA, with its focus on 
'individual lifeworlds' is typically conducted using a small, relatively homogeneous sample (of eight 
people, for example), and often only one person (Smith et al., 2009, Smith et al., 1999, Storey, 
2007). The analysis of a multi-perspectival view in Family Portrayals proved to be considerably time-
consuming. That is not to say that the use of a heterogeneous sample, of dyads, or groups, or ‘others’ 
- is not advocated within the IPA research community (Clare, 2002, Smith et al., 1997, Larkin and 
Griffiths, 2004), but, on evaluation of the current project, a key insight may be taken forward: whilst 
there is rich scope for IPA to be appropriated for use in a pragmatic-dialogical research framework 
that incorporates design, it is deemed appropriate for the multivoicedness that characterises the 
framework to be ‘balanced’ with the recruitment of a relatively small sample. It is worth at this point 
highlighting the efficacy of IPA for studying dyadic relationships.  Although there are a limited 
number of publications documenting dyadic analyses (e.g. Larkin and Griffiths, 2004), a literature is 
growing218 that demonstrates this efficacy. 
The multiple forms of data produced in Family Portrayals meant deviating from the systematic coding 
procedure that is central to IPA and typically revolves around hand-coding a transcript.  Having a 
                                         
218 Majors, K. (2007) Communication posted to IPA discussion forum: http://www.ipanalysis@yahoogroups.com  
Posted 26. 09. 07.  Accessed 23. 02. 10. 
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sensor log to-hand, along with artefacts such as the task cards, Photoswitch, and participant-
generated photos, demanded an adapted coding procedure that factored in more than transcribed 
talk.  This suggests that the technology currently drawn upon in formal IPA methods could be opened 
up in scope beyond that which is based around transcripts. As outlined in section 4.2.3, software 
applications may be drawn upon for coding transcripts to save time and the amount of work involved 
(although importance of hand-coding in the later stages of analysis is asserted).  It is suggested that 
such software be further developed to support and manage the coding of multiple accounts that 
include those other than transcribed interviews such as, for example, those derived from or mediated 
by artefacts. Recent research by Brundell and colleagues shows the potential to realise such a tool 
(Brundell et al., 2008). 
In sum, IPA has been found to offer valuable conceptual tools for pragmatic-dialogical inquiry, but 
could be further developed to accommodate (i) the multivoicedness of expression within experience 
(and dialogical understanding), and (ii) embodied interaction and felt life between people and things. 
IPA has been ‘positioned’ by its founders as flexible and open to development, a “dynamic and 
holistic entity” that invites innovation (Smith et al., 2009, 203).  This positioning suggests potential 
alignment with pragmatic-dialogical notions of creative transformation.  
10.4.2 Research Directions in Family Photography 
As established in Chapter One, the digitisation of photography is part of a contemporary trend 
towards the digitisation of home technology.  Web 2.0 signalled the rapid emergence of new tools for 
expression and new social practices, with technological developments in the World Wide Web 
continuing to impact family life at home and its representation. Also, everyday domestic-familial 
objects are increasingly embedded with computation - including digital sensors and digital recorders - 
for capturing and storing information.  New photographic expression is found in these configurations.  
Family Portrayals has shown how relationships between people and the world are continually 
transformed by digitisation.  The concept of heteroglossia has been appropriated to express this. 
Photography mediates people's ever-changing relationships to computers and, indeed, the current 
rate of technological change in the world establishes the premise for continuing to explore the 
subject under inquiry. Indeed, social practices surrounding digital photography have changed over the 
duration of this doctoral project, creating new scope for research studies (Lindley et al., 2009, 
Lindley et al., 2008).  
It is fair to conclude that digitisation is closely linked to the democratisation of family; at the very 
least, teens are liberated from parental and curatorial control by digital connections.  But this 
democratisation is found to be complex and coloured by ethical and moral sensibilities - what's been 
cast in the thesis as the realpolitik: parents are obliged to make domestic order; and their children 
will try to subvert it. As revealed in Family Portrayals, hyperconnectivity may undermine and disrupt 
the social order within a setting, rendering people answerable in new ways. 
Over the course of this project, research programmes within companies and institutions, including the 
government, have set out to better understand - and design for - what might be dubbed 'digital 
parenting' (Rode, 2009).  This initiative was given impetus by the development of Web 2.0 and The 
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Byron Review (2008) is an example of its output.  Published insights emphasise the need for parents 
to proactively engage in the social media that their children use and the digital domains they 
populate.  Whilst Family Portrayals addressed the 'generational divide' on computing proficiency, it 
probed a small set of relations in a particular and non-representative way.  There is scope in 
developing understanding, within HCI and beyond, on both the nature of this divide, and the nature of 
parents' technology adoption.  In keeping with the philosophy of IPA, it is envisaged that the insights 
from Family Portrayals would serve to complement and enrich findings from future studies, including 
those that embrace alternative epistemologies. 
As reiterated throughout this project, the design of inclusive photoware may be greatly informed by 
insight on how new tools are being adopted across the generations.  Family Portrayals highlighted the 
need for inclusivity because it represented predominantly non-tech-savvy parents.  There is scope for 
probing the photo practices of tech-savvy parents and for exploring how these mediate parents' 
relationships with their children.  Whilst Study Three illuminated the 'offline-familial' and 'online-peer' 
domains, the nature of parents' online activities remains underexplored.  The historical context for 
doing Family Portrayals is relevant here; it may be that the participating parents are now, at the time 
of writing this conclusion, more proficient in computing; since the studies, they may have set up 
Facebook accounts and befriended their children through online social networks.  It is timely to 
explore the intergenerational use of online applications, including Flickr and Facebook, for sharing 
photos and other media.  For example, what might the online-familial domain look like and how 
might it be populated by intergenerational relationships?  It would be fascinating to adopt a 
pragmatic-dialogical approach for this research, and generate insight using the lenses used for Family 
Portrayals.  Study Three revealed a rich new research context for exploring DST and related 
discourses on the theory of selfhood.  This context could frame contemporary studies of self-
functioning in an increasingly digitised world. 
Whilst considering the research population, the case-study approach of Family Portrayals determined 
a focus on parents and older teens and, by doing so, focused on a distinct transitional phase in self-
development (one that is actually marked by many theoretical frameworks including the Family 
Lifecycle (Gardner, 2005).  Regardless of apparent societal trends, the households in the sample were 
democratising anyway, because teens were developing independent lives.  As stated previously, it 
would be valuable for future studies to explore photo practices across other generations and other 
kinship relations.  Study One accounts provided some insight on other relationships that shape the 
representation of family and the ordering of home, but only through the voices of parents and 
children.  Future studies could embrace a multi-generational view, to understand how relations 
between grandparents, extended family members, siblings, and family friends may shape the 
practices, tools and skills of family photography.  No doubt the trends of digitisation and 
democratisation would be engaged by multiple generations in a variety of ways, with implications for 
the social psychological functioning of family.  It would also be interesting to continue using similar 
forms of inquiry to explore the experiences of teens as they move away from home.219  Such a study 
could further inform the discourses that this project hopes to contribute to. 
                                         
219 This was partly done with Cat. 
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Gender differences also remain underexplored.  Gender was found to be significant in the individual 
differences expressed in Study One and this showed itself in part via the self-selection of the sample. 
Teenage girls and boys appeared to practice photography differently and represented themselves and 
their families in different ways.  Family Portrayals included only two cases, Adam and Michael, before 
realising that the study of gender was beyond the scope of the project.  Similarly, fathers’ voices 
were largely absent.  The relationship between gender and technology use is a distinct and expansive 
area of research (Grint and Gill, 1995); and pragmatic-dialogical design considerations that build on 
the study of gender would arguably make a valuable contribution to this research.  In accordance with 
IPA, a number of cases could be analysed alongside Family Portrayals' accounts to shed further light 
on the broader familial-domestic design space. 
The discussion can turn from considering the research population to considering the methods and the 
nature of the intervention that was made in homes.  The deployment of the task cards and 
Photoswitch served particular research purpose, but at the same time obfuscated the nature of 
technology adoption into homes of the given sample; the adoption of new display technology was 
contrived for the purposes of the research.  Of course Photoswitch was not intended as a consumer 
project and the families knew they were adopting it temporarily; it was framed as an intervention in 
peculiar conditions, with the researcher and participants collaborating in the photowork required to 
display photos on it.  The design itself focused dyadic interactions in a specific setting, too, framing 
the empirical focus on parent-teen relationships. 
In this way, Family Portrayals obscured the real-world take up of commercial display products by the 
sample. Further research could probe the real-world, incremental acquisition of digital display 
products because their adoption into existing infrastructures of family photography remains 
underexplored.  John Bonner's reflections are relevant here:  "we need to move away from ubiquity 
and new communication technologies as a 'spectacle' and recognise that new communication devices 
are likely to evolve from the edges of existing products and devices (Bonner, 2009, 220).  How do 
family homes use digital photo frames that they have purchased?  What do the curators of these 
homes have to say about home mode?  Are they ‘tech savvy’?  This feeds into understanding both 
trends of digitisation and democratisation, including the roles family members take.  
Given the Family Portrayals sample, ambiguity also surrounds around the adoption of new tools and 
the apparent perpetuation of home mode.  With the ongoing digitisation of family homes, would 
home mode inevitably be transformed?  One would assume that it would, but Family Portrayals 
findings do not shed much light on this.  Such questions engage ongoing debates concerning the 
tangible versus virtual representation of digital information and to what extent photographic 
expression is supported by virtual versus material tools.  Family Portrayals could also serve as a 
springboard to future studies that are orientated towards technical developments in digital display 
technology.  Such explorations are timely given the emergence of new interaction paradigms such as 
Surface computing.220 
A final point can be made on the study of 'roles' within family photography.  The notion of the 'family-
                                         
220 http://www.microsoft.com/surface/.  Accessed 04. 05. 10.  
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chronicler-as-curator', and the fashioning of the home's representations as 'home curation', seems 
increasingly challenged by hyperconnectivity and networked cultures.  It may be that these 
challenges could be similar to those facing the museum 'curator', a role with features that originally 
inspired the labelling of curatorial activities in the home.  Nancy Proctor, Director of Digital Media at 
the Smithsonian Museum has recently articulated such challenges and her insights may carry over to 
this discussion.  In a recent article, she raises "the question of curatorial voice" (Proctor, 2010, 35); 
she questions the role of the curator 'in the digital age', exploring if and how the curator becomes an 
interpreter, an 'agent of Social Media'.  She also explores how the boundaries between digital and 
analogue, online and offline, problematise the traditional curatorial role, almost necessitating its 
change.   She notes how social network sites enable others beyond the museum institution to 
represent the museum in ways beyond institutional control, and how the museum must foster an 
active engagement with these tools and representations.  She recognises the need for curators to 
participate in and monitor photos posted on social network sites and other websites that are owned 
by other others (e.g. Yahoo, in the case of Flickr). 
Proctor's advocacy of the curator-as-interpreter has poignancy in light of Family Portrayals.  Curation 
in a digital world moves away from 'history' and 'solidity', towards 'activity' and 'performance', from 
coordinating a permanent collection to coordinating a temporary one.  Presentations are curated for 
'creating sensations rather than generating knowledge'.  And, significantly, the curator is repositioned 
as a moderator and facilitator of conversations with others, fostering a multiplicity of voices. 
In	  the	  new	  cultural	  economy,	  the	  curator’s	  expertise	  will	  be	  judged	  not	  just	  by	  the	  depth	  of	  his	  or	  her	  
subject	  knowledge,	  but	  also	  by	  the	  extent,	  diversity,	  and	  richness	  of	   the	  network	  that	   is	  engaged	   in	  
active	  conversation	  with	  the	  curator,	   thereby	  ensuring	  the	  ongoing	  quality,	   relevance,	  and	  future	  of	  
the	  discourse.	  (Proctor,	  2010,	  41)	  
These reflections may be linked back to the setting of Family Portrayals and the work that is involved 
in coordinating and uniting a multiplicity of voices in contemporary familial-domestic representation. 
10.5 Conclusion 
Chapter Ten has attempted to convey the impact and importance of the current project, and the 
proposed contribution that it makes to related discourses and practices.  This has also been set in the 
context of potential future studies. 
It is important to reiterate that the project's contribution is positioned within an epistemological 
framework that values qualitative approaches to inquiry (Lyons and Coyle, 2007).  The IPA framework 
resists Positivist-empiricist evaluation criteria whereby theories are generated to constitute 
knowledge of universal truth (Storey, 2007, Smith and Eatough, 2007).   The aim of this project has 
been to establish understanding rather than causal explanation, to capture the uniqueness of an 
individual's experience within an interpretative framework that acknowledges the researcher's own 
subjectivity.  Framed by phenomenology, the researcher proposes here that the project broadly 
contributes "context in all its complexity and fluidity" (Coyle, 2007, 17) within the theoretical 
framework she has justified.  
It is suggested that the project be evaluated using criteria offered by Elliott et al. (1999) and Yardley 
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(2000) and set out in Chapter Three.  These criteria propose the following to signify quality in the 
research endeavour: sensitivity to context and grounding in understandings created by previous 
researchers; commitment; rigour in empirical work; transparency and coherence in conducting and 
documenting the research process.   
Design discourses on methodology may elaborate these criteria with respect to practice-based 
research and creative practice.  In Stolterman's view, creative design practice deals with the 
'particulars' and 'richness' of reality and, after McCarthy and Wright, a design can only be evaluated in 
use and over time.  After Sengers and Gaver, the evaluation of designs must account for the multiple 
interpretations that their users bring to them.  And, finally, in Schon's word's (1983): design is about 
problem-setting, not problem-solving.  These insights reflect a heteroglossic sensibility. 
Heteroglossia is instructive in assigning value to the interdisciplinary forms of knowledge generated 
by this project.  The implication is that there is no singular truth or causal explanation for social 
psychological functioning to be used as the basis for design procedure.  Rather, social psychological 
functioning comprises a constant interaction of meanings that are informed by understandings within 
the particularities of (practice and) lived experience.  The inquiry engaged in this project sought to 
establish, reflect and interpret understandings on familial-domestic photo display, and generate new 
understandings as the basis of an ongoing dialogue between people and things, including designers 
and designs. 
The	  scientific	  consciousness	  of	  contemporary	  man	  has	  learned	  to	  orientate	  itself	  among	  the	  complex	  
circumstances	  of	  	  "the	  probability	  of	  the	  universe";	  it	  is	  not	  confused	  by	  any	  "indefinite	  quantities"	  but	  
knows	   how	   to	   calculate	   them	   and	   take	   them	   into	   account.	   	   This	   scientific	   consciousness	   has	   long	  
since	  grown	  accustomed	  to	  the	  Einsteinian	  world	  with	  its	  multiplicity	  of	  systems	  of	  measurement,	  etc.	  	  
But	   in	   the	   realm	  of	  artistic	   cognition	  people	   sometimes	  continue	   to	  demand	  a	  very	  crude	  and	  very	  
primitive	  definitiveness,	  one	  that	  quite	  obviously	  could	  not	  be	  true.	  (Bakhtin,	  1984,	  272)	  
In this passage, Bakhtin fore grounds the value of artistic, creative contributions to understanding the 
world.  Engaging 'the particular' and 'the unique', he asserts the value of the ideographic account that 
is non-representative in the positivist tradition, but rather represents a phenomenological 
commitment to the individual's voice that may be added, cumulatively, to an ever-growing 
multiplicity of world-views as part of an ongoing dialogue between people and things (Smith and 
Eatough, 2007, Storey, 2007).  Herein lies the proposed contribution of Family Portrayals insights to 
the discourses on Self Psychology, Family Photography, and Human-computer Interaction. 
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Appendix B: Study One Part Two Interview Schedule 
1. ‘Let’s talk about the collection of photos you’ve brought along today.  [Prompt: e.g. ‘Why does 
this photograph make you feel uncomfortable?’; ‘Did you think of this photo and then look for it?’] 
2. If you could only keep six photos from this collection, which would you choose? 
3. How would you arrange these six photos in order to tell a story about ‘who you are’? 
4. From the whole collection choose six photographs that express what family means to you. 
5. Are there any photographs that you would like to destroy? 
6. If you could choose one photo to display in your family home, which would it be?’ 
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XV 
Appendix C: Study One Part Three Interview Schedule 
1. ‘Let’s discuss your individual responses to the tasks.  
2. Does anyone feel any ownership over any of the photos? 
 [Prompt: Who do you feel this photograph belongs to?] 
3. Do you think you could collectively choose six photos to create a portrait of your family? 
4. How would you like to display it and where? 
5. In ‘your future fantasy world’, what would your favourite photo display look like?’ 
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Appendix D: Invitation to Participate in Research 
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Appendix E: Risk Assessment for Study One 
‘Research activity involves direct contact with participants and primary data collection the context of 
their homes, which may present potential risk to both participants and the researcher.  Risks to 
participants are considered to be minimal, although it is acknowledged that: questions relating to 
family relationships are to be presented and managed with professional integrity and sensitivity; and 
the use of photographs in the activity presents a potential threat to confidentiality. 
Risks to the researcher are considered to be minimal, although it is acknowledged that some 
participants may take a confrontational stance, which should be discouraged and, in its unlikely 
event, controlled using professional strategies. 
Measures taken to minimise risk follow.  The snowballing sample produces recommended and suitable 
participants.  Participants are set tasks to respond to in their own time; and interviews to discuss 
responses to these tasks are to be conducted on a separate occasion, which reduces the possibility of 
a strong reaction in the researcher's presence.  In advance of visiting a participating household, the 
researcher will inform a friend or family member of the household’s address, the time and duration of 
the visit and agree to make a telephone call upon its completion, to notify of their safety.  Data 
collected from each participant will not be shared with other members of the participating 
household, without the participant’s prior and informed consent. 
There is no specific source of threat or discomfort from the research subject area. However, in the 
unlikely event of an adverse effect, the researcher will make it clear to participants that they will 
report concerns of participant safety, in order to facilitate appropriate professional support, 
depending upon what the effect relates to.’ 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
12. APPENDICES 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
 
XVIII 
Appendix F: Study One Coding Procedure 
The coded transcripts of this appendix illustrate the first steps in the procedure adopted for analysing all the 
interview data collected on the project, including that of subsequent empirical studies. 
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Appendix F(03): Yvonne & Cat, Household One 
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LXIX 
Appendix G: Example of Study One Case Analysis 
This appendix documents an example of a stage of the IPA process, following the coding of 
manuscripts.  Included is a set of summary reports, outlining themes of emerging significance from 
the three interviews of Household One respectively.  This set provides an example of the analytic 
procedure carried out for all the eight households under investigation. 
Appendix G(01): Yvonne, Household One 
Introduction 
Yvonne lived at home with her husband, Matthew, and two daughters, Cat (an older teenager) and 
Marcia (a pre-teen).  She has British nationality, but lived in New Zealand for the duration of her 
childhood.  The interview took place in the kitchen, a communal space for the household to share.  
Yvonne introduced herself as a keen amateur photographer for whom photographs had considerable 
artefactual significance.  By expressing her ‘love’ of photographs and photographic practice, she 
positioned herself as the family member who was most pro-actively involved in both ‘capturing family 
photographs’ and creating and managing their display in her family home.  In fact, Yvonne’s role as 
‘family photographer’ enabled her to exercise many forms of personal expression in her family home: 
it demonstrated to herself and others her aspirations and achievements independent from her 
household; it enabled her to represent her personal history; it entitled her to the ownership and 
management of photos on behalf of her household; and it allowed her to impose value criteria upon 
photos representing other members and how they should be portrayed in the home.  With respect to 
these two last points, Yvonne might be said to have exercised control over the portrayal of her 
household-at-large. 
Yvonne’s activities point to issues surrounding the multiple meanings and functions of a photo for 
different family members and in different contexts of display.  These shall be discussed below in 
relation to Yvonne’s notion of ‘family portrayal’: how she felt her household should be presented and 
the personal versus social functions of her photos. 
Representing Self independent of household 
 
Figure G01: (a) Yvonne’s hallway photo display & (b) Yvonne’s autobiographical photo montage in kitchen. 
Throughout the interview and with considerable efficacy, Yvonne used photos to describe her sense of 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
12. APPENDICES 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
 
LXX 
self. Photos enabled her to express her self-identity and her personal history independent of her 
household.  A scenic photo capturing her native New Zealand was displayed in her hallway and evoked 
“a home-coming feeling” (Figure G01). 
(I)t	  is	  a	  place	  that	  I	  always	  return	  to.	  Every	  time	  I	  go	  to	  New	  Zealand	  I	  make	  sure	  that	  I	  always	  see	  
this	  island	  from	  the	  shore,	  erm,	  and	  I	  can	  show	  it	  to	  you	  too:	  it’s	  a	  big	  photo	  in	  the	  hallway	  (.)	  and	  
(.)	  I	  just	  almost	  think	  I	  could	  almost	  dra::w	  it	  in	  my	  sleep.	  
 
Her ambient experience of the photo’s display empowered her sense of personal history: “it had an 
emotional pull because it was my land”. In another instance, a photo of a New Zealand Christmas 
tree, again ambiently displayed as part of a photo-collage on her kitchen wall, had “big resonance” 
for her, as did school photos from her childhood.  In fact this collage is attributed personal iconic 
status: “it’s quite, sort-of, an icon”.  Interestingly, the placement of the collage related to personal 
ownership of space: “the kitchen is my domain”. 
She was also seen to draw upon symbolic imagery captured in photos (such as a tree crashing in the 
sea, as in an example of another photo shown at interview (PPTH1_1_01), kept in a photo album), to 
articulate, and in some cases invoke, a past emotional state.   
So,	   it’s	   just	   knowing	   it	   is	   there	   and	   it	   still	   existed,	   even	   (.)	   though...	   and	   just	   in	   its	   own	  
environment.	   	   So	   it’s	   a	   very	   big	  open	   space	   just	   showing,	   you	   know	   -­‐	   that	   I	   don’t	   often	   get	   in	  
England	  (.)	  about	  the	  horizon	  sort-­‐of	  -­‐	  almost	  the	  curvature	  of	  the	  earth	  [laugh].	  	  Erm,	  So	  it	  is	  just	  
the	  big	  wide	  space	  and	  the	  feeling	  you	  could	  wake	  up	  and	  just	  take	  such	  a	  big	  breath.	  
Here, the researcher might infer a symbolic association between the tree “in its own environment” 
and Yvonne’s autonomy within her home environs. It seemed important for this imagery to have 
ambient presence for Yvonne to ‘call upon'. 
Self as part of family 
 
Figure G02: (a) Yvonne’s two daughters represented on framed display & (b) a family photo propped up in kitchen. 
Yvonne was found to attribute iconic - in her words - status to many of the ambient photo displays 
she had created: framed photos clustered on the top of the piano ‘encapsulate’ significant aspects of 
Yvonne’s life story and they also characterise her particular relationships with her children (e.g. Fig. 
G02a); a framed photo on her dressing table represents her father’s enduring expression of “benign 
love”. The framed display of particular representations points to their enduring nature and the 
meaning attributed to their static and prominent situatedness.  Perhaps unsurprisingly, the personal 
narratives that Yvonne created around photos chosen for framed display represented positive 
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relations between members. (Her account also included negative aspects to these relations that were 
not represented through the displays.) 
By creating photo displays, Yvonne was seen to promote her self-image in the home, as illustrated by 
her handling of a recently captured photo, of her with her family at a friend’s wedding (Fig. G02b).  
This photo was propped up on the kitchen dresser, in prominent and communal view.  For Yvonne, it 
represented a positive set of associations with the event as captured, including being represented 
with her family, which seems important for her to display: “it was nice being part of the family and 
(…) it was a nice occasion, and I like dressing up”. These associations were accompanied by her 
opinion that she looked photogenic; and she was also compelled by her self-confessed vanity to 
display the photo.   
If	   there’s	  a	  good	  photo	  of	  me	  I	   tend	  to	  put	   it	  up.	   I’m	  vain,	  you	  know?	   	   I	   like	  nice	  photos	  of	  me!	  
[Laughs.]	  	  Makes	  me	  feel	  good!	  
 
Yvonne actively selected photos for ‘ambient display’ that made her “feel good” for ambient display, 
giving less prominence to photos that didn’t appeal to her personal vanity. 
 
 
Figure G03: (a) Yvonne’s bathroom display of family photos printed on tiles & (b) one capturing her eldest 
daughter. 
Of particular interest is how Yvonne promotes her self-image using representations of other family 
members.  In the photo of Figure G02b above, Yvonne’s self-presentation is empowered by the 
presence of her immediate family members. In another example, Yvonne printed photos of various 
family members onto tiles in the family bathroom (Fig. G03a), one of which has particular 
significance for her: a posed photo of Cat standing in a lavender field (Fig. G03b).  This ‘photo-tile’ is 
positioned, most prominently, in the centre of the arrangement, and, for Yvonne, is associated with 
many positive aspects of her personal narrative.   
I	  just	  look	  at	  that	  (.)	  and	  I	  think	  -­‐	  it’s	  in	  England	  -­‐	  I	  think	  of	  of,	  um,	  Liv	  Tyler	  in	  -­‐	  there’s	  a	  neat	  film	  
called	  Stealing	  Beauty,	  which	  I	  lo::ve,	  I	  really,	  really	  love.	  	  I	  play	  it	  when	  I	  need	  to	  get	  energy	  when	  
I’m	  cooking	   -­‐	  and	   I	  adore	   it.	   	  But	   I	   think	   it’s	   -­‐	  and	  men	  don’t	   like	   it	   -­‐	   so	  maybe	   it’s	  provocative.	  	  
Men	  don’t	   like	   it	   -­‐	  Fa:thers	  don’t	   like	   that	   film,	   if	   they	  have	  daughters,	   (.)	  because	   they	   think	  of	  
their	  daughter	  losing	  her	  virginity.	   	  And	  (.)	  I	  thought	  it	  was	  wonderful	  -­‐	  but	  it	  was	  interesting:	   	  I	  
went	  with	  two	  other	  couples	  and	  neither	  of	  the	  men	  liked	  it	  and	  I’m	  sure	  that	  that’s	  why.	  	  Erm,	  I	  
just	  think	  she	  looks	  utterly	  beautiful	  and	  fey,	  and	  -­‐	  not	  even	  rock	  star,	  but	  just,	  just	  stunning	  there.	  
So	  I	  love	  it	  and	  it	  surprises	  me	  how	  beautiful	  and	  grown-­‐up	  she	  is,	  so...	  	  [Smiles.]	  	  Surprises	  me	  and	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makes	  me	  proud!	  
The photo evoked a memory of a “lovely day out” with her daughter. Yvonne also related the image 
to the ‘provocative’ subject of a film that she “loves”, “adores”, “get(‘s) energy from”, even, of a 
girl losing her virginity.  For her, the representation celebrated her daughter ‘coming of age’, and 
growing up to be “utterly beautiful and fey”, evoking maternal emotions of surprise and pride.  She 
added, later: “I’m just showing off my exquisite child!”.  So, by displaying this photo, she was 
commemorating her maternal achievements. 
What is compelling about the extract above is Yvonne’s awareness of the social context for her photo 
displays and how this shapes their form and arrangement. Her self-consciousness in this respect is 
indicated by her self-confessed vanity (as indicated in relation to Figure G02b).  Note that this photo 
was not only displayed to her household, but also beyond it: the bathroom also served guests’ to the 
home.  Alongside an exhibition of maternal pride, the photo of Figure G03b demonstrated, on a social 
platform, Yvonne’s achievement as an amateur photographer: “it just worked well, so I was proud”. 
Later in the interview she made explicit that this photo appealed to her ‘vanity as a photographer’, 
determining its prominent display.  
Unifying an image of family 
As well as empowering her self-presentation by representing herself as part of her family, the 
bathroom display of Figure G03a may be interpreted as promoting an ‘inclusive’ portrayal of Yvonne’s 
household to others in terms of collective identity, because Yvonne described conscious efforts to 
include both her children (alongside other family members) in the tile display: “I wanted one of each 
of the children”.  Yvonne’s conscious ‘inclusion’ of members indicates that a notion of ‘equal 
representation’ and ‘inclusiveness’ were motivational factors for portraying an image of her 
household group.  This image was carefully co-ordinated between photo display sites across the 
home: “I mean there are a number of photos of me displayed around the house, (.) probably correct 
percentage amount (…) per person per family”; and, when cropping people out of photos, “There’ll 
be other ones that level the balance: like, I think, ‘Okay, I’ve chosen that one, but there are other 
gorgeous ones of her’”. 
 
 
Figure G04: (a) ‘family photo capturing household together on holiday; & (b) an unposed family photo. 
Yvonne also emphasised the significance of portraying the family captured together, in the example 
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LXXIII 
of the wedding photo (Fig. G02b), and also a Safari holiday photo, chosen in response to 
PPTH1_1_G_07 (Fig. G04a).  Yvonne suggested that both these photos served a social function in their 
“conventionality” by representing the household as a “group” in a formal pose.  Note her 
presentation of the Safari photo (Fig. G04a). 
I	  thought	  that	  was	  -­‐	  that	  was	  -­‐	  neat	  to	  have	  -­‐	  showing	  us	  -­‐	  and	  showing	  us	  doing	  something.	  	  So	  
it’s	  a	  family	  doing	  something	  (.)	  together.	  	  Erm	  (...)	  I	  thought	  it	  was	  a	  very	  conventional	  -­‐	  I	  mean	  
it	  is	  almost	  like	  the	  group	  ‘family	  photo’	  in	  it’s	  (.)	  conventionality	  and	  so	  forth.	  	  But	  those	  things,	  I	  
think,	  are	   very	   important,	   like	   ‘the	   Christmas	  photo’	   that	  we	   all	  moan	   about	   and	   then	  we	   look	  
back	  and	  look	  at,	  erm.	  	  	  
Here and throughout, Yvonne conveyed a general notion of how her family should be portrayed, in 
accordance with social expectations and, as such, the social function of photos is “important” to the 
household.  Social expectations determined which ‘family photos’ were displayed ambiently – or 
beyond the household.  She objectified her household: “(s)o it’s a family doing something (.) 
together” (my emphasis).  In response to PPTH_1_07, Yvonne differentiated between two ‘ideal’ 
family portrayals: the photo of Figure G04a, which portrayed family in terms of an “interior 
decoration”, to be displayed most prominently in the home; and a photo that had personal 
significance (Fig. G04b), but which didn’t distinguish the household group, was unposed - children are 
watching television, and, consequentially, was attributed album display: “I know the unit shows love 
(…) and that’s what’s important, but it’s not something that will become part of an interior 
decoration in a sense”.  It seems, then, that criteria for ambient display included all that, for 
Yvonne, comprised conventionality and met social etiquette, such as a formal pose, “dressing up” and 
inclusiveness.  For Yvonne, the most prominent of her domestic photo displays - that is, ambient 
displays rather than album displays - rendered a ‘unified image of family’ to serve a social function. 
Moral obligation 
 
Figure G05: (a) photos of family event, one propped behind the other in Yvonne’s bedroom; & (b) the propped 
family photo ordinarily obscured (in Fig. G05a). 
Turning to a display in her bedroom, Yvonne’s handling of photos may be explored in terms of social 
and moral obligation.  Yvonne kept many photos of personal significance in her bedroom.  Propped up 
on her window ledge, unframed, were two similar photos, both captured by Yvonne’s cousin at the 
same family event attended by Yvonne’s mother, father and sister and sent to Yvonne shortly before 
both her father and sister passed away (Fig. G05a).  These photos evoked negative feelings of anger 
and sadness about the circumstances surrounding loss of nuclear family members and were on 
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ambient display.  Yvonne offered an explanation for their current arrangement.  Out of the two 
photos, one was valued for display because it contained a “lovely” representation of her father, 
encapsulating a significant expression that enabled her to portray his character.  Unfortunately this 
photo ‘cropped’ Yvonne’s sister out of the capture frame, so the second photo was also displayed 
because it included her sister (Fig. G05b).  Moreover, Yvonne feared that the gesture of not displaying 
this second photo would give “more emphasis to her not being there than I meant in it”. Yvonne was 
presented with an obligation to her sister’s memory that constrained her personal expression and 
somewhat suspended the desired action to frame her preferred photo.  
“It’s	  sitting	  about.	  	  It’s	  sitting…	  So	  this	  one	  [of	  Yvonne’s	  sister]	  probably	  won’t	  go	  into	  a	  frame,	  (…)	  
erm,	  (…)	  but	  the	  one	  in	  front	  [her	  preferred	  photo]	  probably	  definitely	  will”.	  
It seems that, by not committing to, or actually carrying out her intended framing activities, Yvonne 
reduced social accountability for her actions. 
In another example, Yvonne felt obliged to hide two photos that she’d like on ambient display, 
because, as she explained, their personal significance may have been overwhelmed by social 
meanings that shaped others’ interpretations.  The photos showed her children naked in a bath and 
Yvonne thought they’re “wonderful” because they celebrate her maternal affection.  But there were 
social codes by which the function of the imagery may have been misunderstood, so she removed the 
photos from framed display.  
I	  took	  these	  photos	  down,	  which	  I’m	  quite	  su::re	  would’ve	  been	  reported,	  you	  know?	  	  If	  I’d	  been	  a	  
man	  picking	  them	  up	  from	  Boots,	  there	  would’ve	  been	  all	  sorts	  of	  questions	  and	  stuff	  that	  I	  find	  so	  
absurd.	  
Noting the ambiguity of meaning surrounding the “sensual” nature of the imagery, Yvonne wanted to 
be seen by others to manage representations of her daughters in an socially acceptable manner and 
for the nature of her maternal affection to be socially accepted.  This desire constrained how the 
photos were displayed: she had to ‘take them down’.  Here, again, the researcher observed a tension 
between the personal and the social meanings attributed to a photo, one which problematised the 
form and arrangement of a photo’s display when the act concerned both self-portrayal and social 
acceptance. 
Representing children 
Yvonne’s decision to not display photos of her children naked may also have been motivated by her 
sympathy for their feelings about how they were represented: “I have had naked photos of them (.) 
u::p (…) erm (.) but I don’t think it’s te::rribly appropriate for them”. Yvonne pointed to issues 
surrounding the display of photos of them as young children, naked - and uninhibited, for when they 
approached adolescence and become increasingly self-conscious, emphasising her sensitivity to their 
feelings by describing her brother’s children’s’ negative reaction to naked photos of them being 
displayed as they grew out of childhood and his relative lack of sympathy. Yvonne also described how 
she tried to instil family values about the ‘appropriate’ use of photos between family members more 
generally, because both her children used photos ‘inappropriately’ in the past to “torment” each 
other: “If someone’s uncomfortable with a photo, I don’t think – you know in the family – I don’t 
think it should be displayed”. Here Yvonne is seen to respect her children’s integrity and recognise 
the differing meanings attached to photos by other members. 
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Figure G06: Yvonne’s youngest daughter, Marcia, captured by Yvonne. 
But Yvonne contradicted herself in reference to another photo of her daughter Marcia, again captured 
naked but this time revealing only head and shoulders (Fig. G06).  Yvonne explained why Marcia 
didn’t like it: “she’s like: ‘Oh mummy that shows my chest!’”.  Yvonne spoke in a high-pitched voice 
to mimic her daughter, somewhat caricaturing Marcia’s bashfulness, before offering her own opinion: 
“I think it shows shoulders, but anyway”.  She also described how the photo was captured: “she 
didn’t want – she’d probably say ‘I don’t want to be photo-ed’ and I said ‘I’m just gonna do – don’t 
worry!’”.  Demonstrating a distinct lack of sympathy, Yvonne seemed to have captured this photo of 
her daughter against her wishes, offering Marcia’s reaction from her own perspective: “And she was – 
she was fine about it”. Yvonne then somewhat patronised her daughter in reference to the photo: “So 
cute!”.  Although Yvonne was sensitive to how others were represented and acknowledged a conflict 
of interest between herself and her children on this matter, her joint roles of ‘photographer’ and 
‘mother’ constituted her prerogative to determine the form of their representations, in this case with 
photo being captured in the first place.  It is clear that, although Yvonne respected her daughter’s 
wishes by not displaying this photo, she asserted ownership of it and proceeded in her account to 
describe her assumed control over family photo-management in general. 
In the example of the bathroom display (above), Yvonne made explicit her intentions for privileging 
certain portrayals of family members over others towards her own ends.  It has already been 
suggested that Yvonne ‘used’ the tiles for the purposes of self-expression.  This may be expanded to 
show how, in the act of doing so, Yvonne asserted control over representations of family members.  
But this ‘assertion of control’ was not positioned as intentional, nor necessarily conscious, just simply 
unquestioned.  As with the previous example, Yvonne made contradictory statements to describe how 
the representation (in this case of her elder daughter) was created. 
I	   got	  Cat	   to	   pose	   and	   sometimes,	   you	   know,	   they	   all	   like	   doing	   things	   –	   I	   never	   force	   (…)	   stuff	  
because	  they	  also	  know	  –	  I	  mean	  it	  works	  both	  ways	  –	  they	  know	  I	  remove	  –	  I	  delete	  photos	  that	  
are	  bad	  –	  I	  get	  rid	  of	  photos	  that	  aren’t	  nice.	  
 
Yvonne claimed that she never forced her children to be photographed against their wishes and 
positioned this capture event as one in which control was negotiated between herself Marcia. Yet 
Yvonne followed this statement with one claiming her authority to make value judgments on other 
members’ representations, consequentially seizing control of them. 
Yvonne made a number of assumptions about other members’ feelings towards photos.  On her 
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daughter’s feelings towards the photo-tile she postulated: “she’s not embarrassed by it, fortunately”.  
She glosses over any potential conflict of interest: “I mean, I think she thinks, you know: ‘what are 
these things?”; and then proceeds to re-assert her own feelings: “I just think she’s gorgeous” […].  By 
speculating on her daughter’s feelings, Yvonne acknowledged them without allowing them to direct 
her desired actions. 
In the examples given above, Yvonne used photo displays to portray equal representation within the 
household.  Her portrayal of ‘family’ connoted democratic relations between members and her 
strategies, employed to ‘balance’ and representations across shared home displays, promoted a 
liberal sensibility.  However, this portrayal of democracy was found to be at odds with her control 
over household representations. Although the ‘group photo’ of Figure G02a represented family 
‘togetherness’, Yvonne conceded that one of her daughters “looks silly” in it.  The fact that both 
daughters didn’t like the way in which they were represented in the photo didn’t determine its 
removal from ambient display, because of Yvonne’s desire to display it.  Therefore acts of display 
were found to enforce the salience of Yvonne’s portrayal of family, as one that incorporated family 
values of democratic expression, but was not constructed democratically. 
Conclusion: Yvonne as ‘curator’ of family photo displays 
The nature of Yvonne’s photo display activities shall now be summarised. At interview, Yvonne 
explicitly acknowledged her role as ‘curator’ of the family photos in the home.  This term was 
suggested to Yvonne by the researcher, to make sense of Yvonne’s activities in light of what she was 
voicing.  The term shone forth as an increasingly significant term to the researcher whilst the 
transcript was being coded.  In her ‘curatorial’ role, Yvonne controlled and co-ordinated photo 
display sites in the home to construct an image of her household-at-large. As curator, she assumed 
responsibility, not only for photo management on behalf of her household, but, moreover, for the 
representation of other household members.  Her curatorial role was re-enforced by her personal 
identity as an amateur photographer. 
Yvonne’s curatorial control is characterised by her impetus to edit the family photo collections and 
delete photos according to personal value judgments. 
I	   don’t	   see	  why	   anyone	   should	   have	   a	   photo	   on	   display	   that	   they	   hate.	   	   Erm,	   and,	   that’s	   partly	  
because	  he	   	  [Yvonne’s	  husband]	  -­‐	  also	  a	  photographer	  -­‐	  keeps	  every	  single	  photo,	  every	  bad	  one.	  	  
And	  I	  just	  think	  life’s	  too	  short!	   	  You	  know,	  just	  have	  so	  many	  and	  you’ve	  got	  to	  look	  through	  so	  
many	  bad	  ones	  before	  you	  get	  to	  the	  good	  ones.	  	  I	  believe	  in	  editing	  [spoken	  assertively].	  
Many examples in Yvonne’s account illustrate how framing activities support, and at times drive, this 
selection process: “you can be very brutal (.) when you’re fitting things to frames, (.) when you’ve 
got a frame that’s a lovely shape”. Yvonne explained how her choice of frame often ‘prescribed’ her 
choice of photo for display.  Her physical handling of a print literally excluded certain representations 
by cutting them out.  Use of the term ‘brutal’ pointed to the impact of this gesture upon others.  This 
can be viewed in pragmatic terms, too: “I think people think that you choose it [a photo] – sometimes 
I don’t think you choose it for the obvious reason (.) and that your cut-out (.) has great meaning or 
something… I think quite often it is just a ‘Right, I’ve got the chance I can do this- it will be done and 
achieved’”. 
Thus, curatorial control was made demonstrable in the physical environs of the home, through 
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framing activities and the like.  Interestingly, Yvonne felt disempowered within the digital domain, 
when using the family computer: “I can’t get anything off the computer”.  She viewed this as a 
generational rather than a personal inadequacy: “we have a problem working out how to get photos 
off the computer at this stage in life”.  The computer introduced a complexity to Yvonne’s photowork 
that apparently undermined her self-efficacy as a curator. 
What can be observed throughout Yvonne’s account is interplay between her use of photos to 
empower a unified representation of her household and her uncompromising attentiveness to her own 
self-empowerment. Her curatorial control over other members’ representations was unquestioned, 
nevertheless she felt burdened with social accountability for actions on behalf of her household, 
which, she felt, constrained her personal expression. Yvonne resolved this tension by maintaining the 
presence of photos she ‘loved’, but hiding their personal significance and promoting social meanings 
that conform to orthodox portrayals of family.  She varied the prominence of displays in the home to 
achieve this. 
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PPTH1 Yvonne 
Representing Self independent of household 
Personal history, self-efficacy, self-enhancement, vanity 
it’s	  just	  knowing	  it	  is	  there	  and	  it	  still	  existed,	  even	  (.)	  though...	  and	  just	  in	  its	  own	  environment.	  	  
So	  it’s	  a	  very	  big	  open	  space	  just	  showing,	  you	  know	  -­‐	  that	  I	  don’t	  often	  get	  in	  England	  (.)	  about	  
the	  horizon	  sort-­‐of	  -­‐	  almost	  the	  curvature	  of	  the	  earth	  [laugh].	  
Self as part of family 
self-enhancement, vanity, social desirability, maternal responsibility 
“it	  was	  nice	  being	  part	  of	  the	  family	  and	  (…)	  it	  was	  a	  nice	  occasion,	  and	  I	  like	  dressing	  up”.	  
Unifying an image of family 
 curation, Inclusiveness/ togetherness, conventionality, shared experiences 
I	   mean	   there	   are	   a	   number	   of	   photos	   of	   me	   displayed	   around	   the	   house,	   (.)	   probably	   correct	  
percentage	  amount	  (…)	  per	  person	  per	  family”;	  
-­‐-­‐	  
I	  thought	  that	  was	  …	  neat	  to	  have	  -­‐	  showing	  us	  doing	  something.	  	  So	  it’s	  a	  family	  doing	  something,	  
together.	   (...)	   I	   thought	   it	  was	   a	   very	   conventional	   -­‐	   I	  mean	   it	   is	   almost	   like	   the	   group	   ‘family	  
photo’	   in	   it’s	   (.)	  conventionality	  and	  so	   forth.	   	  But	   those	  things,	   I	   think,	  are	  very	   important,	   like	  
‘the	  Christmas	  photo’.	  
Moral obligation 
Social accountability, constraining expression, legacy, social appropriateness 
I	  took	  these	  photos	  down,	  which	  I’m	  quite	  su::re	  would’ve	  been	  reported,	  you	  know?	  	  If	  I’d	  been	  a	  
man	  picking	  them	  up	  from	  Boots,	  there	  would’ve	  been	  all	  sorts	  of	  questions	  and	  stuff	  that	  I	  find	  so	  
absurd.	  
Representing children 
Maternal responsibility, domestic order, appropriateness, sympathy, curation  
I	   got	  Cat	   to	   pose	   and	   sometimes,	   you	   know,	   they	   all	   like	   doing	   things	   –	   I	   never	   force	   (…)	   stuff	  
because	  they	  also	  know	  –	  I	  mean	  it	  works	  both	  ways	  –	  they	  know	  I	  remove	  –	  I	  delete	  photos	  that	  
are	  bad	  –	  I	  get	  rid	  of	  photos	  that	  aren’t	  nice.	  
 
 
Appendix G(2) Cat, Household One 
Introduction 
At the time of her interview, Cat was an older teenager living at home with her mother Yvonne, 
father Matthew and younger sister Marcia.  As with Yvonne, Cat’s interview was conducted in the 
communal space of the kitchen.  Cat’s account is characterised by her negotiation of parental control 
to exercise self-expression.  Examples of how she achieves this follow. 
At the interview, Cat presented herself as ‘independent in thought’, eccentric and maverick, 
reflective but contained, and nonchalant around others.  These characteristics were most freely 
expressed when Cat described the display in her bedroom.  This was a space in the home where she 
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LXXIX 
felt at liberty to express herself and create her own displays. “Messy” and “disorganised”, this was 
Cat’s primary domain for self-expression. 
Cat’s mother was responsible for capturing many of the photos that Cat chose to discuss as 
significant, and also owned the camera and camera-phone that Cat borrowed to take photos.  Cat 
described negotiating this maternal control in order to direct how she is portrayed at home.  As her 
mother is not a competent computer user, the digital domain was the space where Cat could seize 
ownership of photos from her mother.  This was achieved unbeknown to her mother and, for the 
researcher, raised parental control issues about photos as digital artefacts. These shall be expanded 
upon below. 
Portraying self to others 
 
Figure G07: (a) Cat riding an ostrich on a family holiday; & (b) Cat dancing with boy, captured by her sister. 
Cat was aware of how photos may promote particular aspects of self.  During the interview and in 
response to PPTH_1_01, she described a photo that she felt portrayed her as “daring and bold”: it 
captures her riding an ostrich (Fig. G07a).  This photo was displayed on her bedroom wall.  Consider 
the following extract. 
T:	   (I)t’s	  sort-­‐of	  odd	  -­‐	  I	  think	  it’s	  quite	  cool,	  cause	  it’s	   like:	  (.)	   ‘well	   if	  you	  can	  ride	  an	  ostrich,	  (.)I	  
mean,	   there’s	  very	   little	   things	  you	  can’t	  do’,	   cause	   it’s	  actually	  a	   lot	  harder	   than	  you’d	  think	   (.)	  
cause	  you	  have	  to	  hold	  on	  behind	  the	  wings,	  but	  you’re	  not	  allowed	  to	  hold	  on	  too	  tightly	  and	  you	  
have	  to	  hold	  on	  to	  the	  feathers,	  which	  are	  all	  slippery	  and	  they’re	  quite	  sharp	  so	  you	  don’t	  want	  to	  
pull	   them	  out,	  cause	   they	   [-­‐	  ostriches	   -­‐]	  have	  quite	  sharp	  beaks	  (...)	  and	  (.)	  yeah,	  getting	  on	  was	  
quite	  hard	  cause	  I	  really	  didn’t	  want	  to	  do	  it	  (.),	  but	  then,	  Marcia	  [-­‐Cat’s	  younger	  sister	  -­‐]	  was	  like	  
‘I	  want	  to	  do	  it’.	  	  So	  my	  dad	  said:	  ‘Well	  if	  your	  sister’s	  gonna	  have	  to	  do	  it	  then	  you’ll	  have	  to	  do	  it	  
too!’	   and	   –	   (.)	   	   so,	   yeah,	   I	   got	   on.	   	   Suddenly	   took	   off	  when	   they	  weren’t	   quite	   ready	   for	   it,	   like	  
‘katchuuu’.	  	  It’s	  sort-­‐of	  like	  a	  very	  powerful	  thing.	  	  It’s	  like:	  ‘I	  can	  do	  (.)	  ‘whatever’,	  no	  matter	  how	  
bizarre	  it	  might	  be!’	  [laughs].	  
A:	   And	  that’s	  just	  kept	  on	  your	  computer,	  is	  it?	  
T:	   Well	  yeah,	  I	  wanted	  -­‐	  I	  think	  I	  might	  have	  a	  copy	  of	  that	  somewhere	  (.)	  upstairs,	  (...)	  cause	  I	  
wanted	  to	  prove	  to	  a	  friend	  that	  I’d	  done	  it,	  (.)cause	  she	  was	  like	  ‘Ha!:	  No	  one	  rides	  ostriches,	  that’s	  
ridiculous’.	  	  So	  I	  did	  that	  and	  I	  gave	  it	  to	  her	  -­‐	  I	  showed	  it	  to	  her	  -­‐	  and	  then	  I	  kept	  it.	  	  (...)	  	  Not	  sure	  
where	  that	  is	  (...),	  but	  [laughs]	  somewhere	  around	  [laughs].	  
This photo represents a situation in which Cat was presented with a challenge and overcame her 
fears.  She describes its meaning for her. 
	  “It’s	  sort	  like	  a	  very	  powerful	  thing.	  	  It’s	  like:	  ‘I	  can	  do	  (.)	  whatever	  no	  matter	  how	  bizarre	  it	  might	  
be	  [laughs]”.	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LXXX 
The image was empowering for her, celebrating her eccentricity and self-efficacy, and she also used 
it to demonstrate these qualities to her best friend.  Her mother captured the photo, so Cat made a 
copy of it to use for her own purposes: as ‘proof’ of her personal achievement. 
Cat was conscious about how she was portrayed to others but, ironically, her concern centred around 
her not appearing self-conscious.  In particular, she seemed to not want to (be seen to) take herself 
too seriously, nor looking “poserish”. One could speculate that Cat didn’t want to seem vain, or 
conformist: “I don’t really like photos where it’s just me, unless I’m doing something odd”. She 
preferred photos in which she appeared to retain an apparent indifference to her portrayal.  
However, Cat’s younger sister, Marcia, was sensitive to Cat’s self-consciousness. Marcia used certain 
photos of Cat, ones that Cat felt portrayed her in a negative manner, for ‘blackmailing’ purposes.  
One photo, discussed at the interview in response to PPTH_1_08, shows Cat being embraced by a man 
who is turning his head towards her intimately (Fig. G07b). Marcia took this photo of her sister (with 
her mother’s camera) at a moment when Cat looked vulnerable and embarrassed: “I’d (.) possibly had 
a bit to drink”, Cat confessed.  Significant is that the photo was taken against Cat’s wishes, much to 
her ‘annoyance’, and Marcia subsequently created stories around the image that made Cat feel bad 
about herself.  Cat admitted she would “probably do the same to Marcia”.  Here siblings are seen to 
use photos strategically to exercise power over each other, based on a shared understanding of how 
each other wants to be portrayed to others. 
Acquiring photos 
Cat said she reacted to her sister’s antics by controlling access to certain photos that she feared her 
sister may use to ‘blackmail’ her with.  The photo illustrated in Figure G07b above is one that Cat 
actually didn’t want to delete.  However, she also didn’t want it to be used by her sister to support a 
story that portrayed her in a negative light.  So she hid the photo from other family members 
including Marcia: “It’s in the depths and depths of my secret, secret files [laughs], cause I keep 
everything – well, everything in a secret file (…) and, then, there’s things which I’ll delete from every 
other person’s account and then just keep in mine in case it (.) – I don’t know why – blackmail or 
something”.  In this way Cat took ownership of the photo.  She also attached an alternative account 
of the event, portraying herself in control of the situation: “most of them wanted to dance with her 
[Cat’s friend Izzie] but she was so drunk so I needed to keep her away cause she’s (.) less in (.) 
control, e::rm, (…) [laughs] so clearly my way of doing that was to dance with them myself [laughs]”. 
Cat was seen to claim back some control over how she is portrayed within the family by accessing a 
shared archive of digital photos on the family computer.  She described doing this in at least two 
ways: by ‘hiding’ photos as ‘secret files’, making them inaccessible to other family members (as seen 
in an excerpt above); or by making copies of photos for her own personal use (as seen in reference to 
Figure G07a). 
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LXXXI 
 
Figure G08: (a) Cat playing with her sister, captured by mother; & (b) Cat’s bedroom wall. 
Cat’s concern to take ownership of certain photos was not simply motivated by blackmail.  In certain 
parts of her account, she described criteria for valuing photos, indicating that this was not necessarily 
shared by other family members.  She referred to her response to PPTH_1_10, (Fig. G08a): “Like, that 
one’s blurred and there’s quite a lot of other ones where someone’s like: ‘Throw that away: you 
can’t see anyone!’ and I’m: ‘Well, I don’t ca:re, it’s all artistic and nice!’”.  This difference in 
opinion gave Cat another reason to ‘protect’ family photos that had significance for her.  Cat said she 
appreciated ‘blurred’ images and many populated a sprawling collage in her bedroom (Fig. G08b). In 
reference to Figure G08a, she described how a blurred image captured the gestural movement of her 
“spinning arou::nd”, “dancing and skipping”, which, for her represented her inhibition during 
childhood, a significant aspect of her personal narrative. 
Er,	  it	  sort-­‐of	  (.)	  makes	  it	  slightly	  more	  timeless(?).	  	  I	  don’t	  know	  why,	  (.)	  just,	  sort-­‐of,	  makes	  it	  (.)	  
last	  longer.	  	  Like:	  .you	  can	  see	  how	  -­‐	  like	  a	  change	  and	  all	  that.	  	  Like	  that	  photo’s	  hardly	  the	  same	  
as	  that	  one.	  	  [Points	  to	  another	  photo.]	  	  E::rm,	  (...)	  	  bu:t,	  .its	  sort-­‐of	  (...)	  -­‐	  I	  think	  that’s	  part	  of	  what	  
makes	  me	  feel	  young,	  cause	  I’m	  spinning	  arou::nd,	  	  I	  was	  (.)	  dancing	  and	  skipping	  [laughs].	  	  I	  think	  
I	  made	  up	  a	  crap	  song,	  [laughs].	  	  It	  was	  all	  just	  really	  fun	  (?)	  and	  I	  didn’t	  really	  i	  whether	  I	  was	  i,	  or	  
-­‐	  I	  was	  completely	  non	  self-­‐conscious,	  that’s	  all.	  
 
Cat referred to this photo at another point as a means to distinguish herself as artistic. 
Yeah,	  that	  one	  [PPTH_1_10]	  -­‐	  I	  like	  that	  -­‐	  that	  shows,	  (...)	  like	  doing	  art	  or	  something,	  it	  shows	  (...)	  
my	  inner	  (.)	  happiness	  and	  youth	  -­‐	  all	  that	  deep	  (...)	  stuff,	  a::nd	  (...),	  yeah	  I	  don’t	  know.	  	  I	  still	  really	  
like	  that	  photo:	  it’s	  all	  blurred.	  
Hence this family photo had personal significance for Cat, aside from any function it served for the 
other householders. 
Cat’s handling of this photo illustrates the expression afforded to her by her bedroom displays.  Cat 
put considerable thought into how photos like this were arranged on her wall: “I also like (.) having 
random things in between, like you saw in my room: there was, like, ribbons and (.) other thi::ngs”. 
In this space Cat felt free to arrange photos as she chose.  When asked what she most liked about this 
collage she offered the following explanation. 
Erm,	  (…)	  that	  it’s	  a	  mess	  (?)	  I	  don’t	  know.	  	  It’s	  like:	  if	  I	  put	  them	  all	  up,	  like,	  line,	  line,	  line,	  line,	  it	  
would	  look	  really	  dull.	  	  But	  everything’s	  sort-­‐of	  disorganised:	  so	  it’s	  got,	  like,	  theatre	  tickets	  –	  loads	  
of	  theatre	  tickets	  in	  there,	  actually	  –	  and	  cinema	  and	  (.)	  va::gue	  things	  that	  maybe	  I	  don’t	  have	  a	  
photo	  of,	  (…)	  but	  I	  have	  ‘that’	  and	  ‘that’;	  so,	  it’s	  like,	  random	  things	  that	  I	  like	  to	  have.	  
This ‘collage represented the unique nature of her ‘artistic’ expression.  The presence of its content 
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LXXXII 
was important to her. 
Part of the family 
 
Figure G09: (a) Cat represented on father’s photo cube; & (b) Family party for Cat, captured by mother. 
Throughout her account, Cat demonstrated her independence, but also her attachment to her family: 
“family is very important to me”. Cat used her task responses to express feeling ‘part of her family’.  
She described the metaphorical significance of a ‘photo cube’ displayed in her father’s study 
(PPTH_1_12, Fig. G09a): “it’s got, like, e:qual numbers of photos of everyone (.) and it’s, like, got 
the whole family on it and it’s really cool (…) a::nd (…) that just (.) makes me feel like I’m one (.) 
part of the grand cube of my family!”.  Her father’s ownership of the cube and its placement on his 
desk had further significance: “because someone else has made it, (.) it feels more like: ‘Oh, they’ve 
put me in because they like me, not because (.) I’ve made it myself’”. It was important to Cat that 
her father created the display and represented her within it. The photo cube had multiple display 
surfaces, which allowed all Cat’s closest family members to be included in the display.  This sense of 
inclusiveness made Cat feel part of her family. 
Cat describes family photos as significant for documenting events shared by the household.  Many of 
Cat’s relatives and family friends lived in New Zealand, so family gatherings were ‘rare’ events:  “it’s 
way, way, way away, so it’s really rare to see them”.  The photo of Figure G09b was special because 
it captured one such gathering. In addition, the event captured a “‘welcome back’ dinner” for Cat 
returning from a holiday camp.  The a gesture that demonstrated how much she is loved by her 
family, adding to its personal significance.  Cat made other positive associations in reference to the 
photo: she liked how her hair was styled; and everyone’s shared engagement in the event was 
represented by their looking towards the camera at capture.  For Cat, the image served as a potent 
image of togetherness. 
Both the examples in this section show the need for Cat to feel loved by her family, expressed and 
supported through photos - in particular, through their form and arrangement.  The displays 
demonstrated that relations between householders were fundamentally positive and close.  With 
regard to the nature of these family relationships on a mundane, everyday level, Cat can also use 
photos to describe both their positive and negative features, referring for example to Fig. G07b 
above, and using photos in sibling rivalry. Here, photos serve a negative function, exposing a negative 
feature of a sibling relationship.  
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LXXXIII 
But this is an over-simplification of things, as a photo’s function can also be seen to change over 
time. Cat describes how the photo of Figure G07b that was captured by her sister specifically to taunt 
her with now “amuses her”: it has accrued value because of the story attached to the capture event, 
which in retrospect is amusing; in reference to the photo, Cat explains: “I’ve sort-of grown fo::nd (.) 
of it: it just sort-of amuses me (.) in the way that I can feel so cross with her; [sighs] a::h, and 
obviously it’s useful and random things, (…) which I [laughs] (.) never expected”.  Cat described how 
the photo had gained additional ‘uses’ for her that weren’t intended by Marcia at capture.  The 
various stories around the photo illustrates the emotional character of Cat’s relationship with her 
sister as nuanced and complex, living together at home.  It also illustrates how the social function of 
a photo may shift over time. 
Photo capture as a social act 
 
Figure G10: (a) Cat and her sister play-acting with mother’s camera-phone; & (b) Cat, her sister & her cousin play-
acting with lipstick.  
Other photos depicted positive experiences that the sisters shared together.  In many cases the act of 
capturing photos was central to the event represented.  In fact at least five out of the twelve photos 
discussed during the interview represented ‘playing around with the camera’ to create portraits with 
particular photographic effects. Consider this extract in which Cat described Figure G10a. 
E::r,	  do	  you	  know	  Schlurr	  [grape	  juice	  drink]?	  	  That’s	  the	  one	  with	  the	  purple	  top.	  	  It’s	  the	  white	  
version	  of	  that.	  	  So	  me	  and	  Marcia	  were	  joking	  around,	  (...)	  a:nd	  [laughs]	  we	  were	  -­‐	  this	  is	  her	  room	  
(...)	   -­‐	  we	  had	  Maman’s	   camera-­‐phone	   (...)	   -­‐	   I	   can’t	   remember	  why	   [spoken	  quietly]	   -­‐	   a:nd	   ...	  we	  
were	  like	  ‘Ha!’	  	  Er...	  So	  we	  were	  all	  drinking	  and	  everything...	  and	  I	  had	  my	  hair	  done	  in	  a	  (.)	  fairly	  
odd	  way	  that	  you	  actually	  can’t	  see	  there,	  which	  is	  why	  I	  liked	  it	  originally	  and	  kept	  it.	  But	  -­‐	  erm	  -­‐	  
it	  was	  like	  ‘Yeah,	  we’re	  being	  adult	  (.)	  and	  drinking	  and	  things’(.)	  a:nd,	  so	  we	  took	  all	  these	  photos	  
with	  the	  camera-­‐phone,	  which	  took	  forever	  because	  I	  didn’t	  like	  them	  and	  she	  didn’t	  like	  them.	  
In this instance, the capture event involved play-acting to create illusory images. Cat described the 
sisters “joking around” with their mum’s camera-phone, pretending to drink alcohol: “it was like: 
‘Yeah, we’re being adult (.) and drinking and things’”. The photo of Figure G10b captures Cat and 
others in a social context “pretending to be camp”.  
Play-acting for the camera was something that Cat’s mother was also involved in.  The photo of 
Figure G08a above captures an occasion when Cat, along with her sister and her mother, left a 
‘boring’ wedding party, and entertained themselves by creating a fashion show scenario. The sisters 
walked up and down an imaginary catwalk whilst their mother took photos.  Cat explained why these 
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kinds of photos were important to keep: “they (.) jolt back memories, cause all these, (…) I think, 
have decent stories attached to them, which (…) I like thinking of”.  Photo capture, in such 
instances, was not only a social act but integral to narrative construction around life events and 
photo display is, then, integral to the perpetuation of these narratives. 
Conclusion: strategic display making 
This summary has focussed on Cat’s power relations with her sister and mother.  What emerges as 
striking about Cat’s account is how the changing significance of family photos over time conveys the 
complexity of relations between household members.  What is more, it demonstrates that photos may 
be incorporated into the mundane interactions of everyday family life to strategically shape them.   
Cat’s occasional and strategic deviance was tempered by respect for her parents’ authority at home.  
This is indicated at certain points in her account, for instance when she acknowledged her mother’s 
ownership of capture devices.  Her need to feel loved by her father also indicates dependency on her 
parents.  When asked to choose a photogenic photo as part of the study, Cat relied upon her mother’s 
opinion.  Cat’s bedroom and the family computer are two ‘spaces’ in which parental control was not 
seemingly enforced. 
PPTH1 Cat 
Presentation to others 
 Self-efficacy, self-enhancement, social desirability, independence  
It’s	   sort-­‐of	   like	  a	  very	  powerful	   thing.	   	   It’s	   like:	   ‘I	   can	  do	   (.)‘whatever’,	  no	  matter	  how	  bizarre	   it	  
might	  be!’	  [laughs]…	  	  I	  wanted	  -­‐	  cause	  I	  wanted	  to	  prove	  to	  a	  friend	  that	  I’d	  done	  it,	  (.)	  cause	  she	  
was	  like	  ‘Ha!:	  No	  one	  rides	  ostriches,	  that’s	  ridiculous’.	  
Acquiring photos 
Protecting identity, social desirability, social appropriateness, independence 
I	  keep	  everything	  –	  well,	  everything	   in	  a	  secret	   file	   (…)	  and,	   then,	   there’s	   things	  which	  I’ll	  delete	  
from	  every	  other	  person’s	  account	  and	  then	  just	  keep	  in	  mine	  in	  case	  it	  (.)	  –	  I	  don’t	  know	  why	  –	  
blackmail	  or	  something.	  
Part of the family 
Membership, equal representation, sharing experiences, feeling loved, presence 
that’s	  a	  cu:be,	  in	  actually	  in	  my	  daddy’s	  (.)	  study,	  (.)	  a::nd,	  erm	  (...)	  it’s	  got,	  like,	  e:qual	  number	  of	  
photos	  of	  everyone	  (.)	  and	  it’s	  like	  got	  the	  whole	  family	  on	  it	  and	  it’s	  really	  cool	  (...)	  a::nd	  (...)	  that	  
just	  (.)	  makes	  me	  feel	  like	  I’m	  one	  (.)	  part	  of	  the	  grand	  cube	  of	  my	  family!	  
Photo capture as a social act 
social interaction, sharing experiences, play (& conflict), story construction 
it	  was	  like	  ‘Yeah,	  we’re	  being	  adult	  (.)	  and	  drinking	  and	  things’(.)	  a:nd,	  so	  we	  took	  all	  these	  photos	  
with	  the	  camera-­‐phone,	  which	  took	  forever	  because	  I	  didn’t	  like	  them	  and	  she	  didn’t	  like	  them.	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Appendix G(03) Yvonne & Cat, Household One 
Introduction  
Part Three of the study comprised a semi-structured interview that facilitates a dyadic discussion 
with the teenager, Cat and her mother, Yvonne.  The discussion centred on individual task responses 
from the last interview that each participant was happy to share with the other.  It must be noted 
that Yvonne was absent for approximately the first ten minutes of the interview, due to commitments 
external to the study.   
Many individual differences that were observed between family members in Part Two were expressed 
explicitly by participants in Part Three.  It already emerged that photo displays representing the 
household as a social group served different functions for its members.  In this discussion, different 
members made different value judgments about photos.  Photos were found to support different 
presentations of family for different members. These differences most often concerned ownership 
and the nature of a photo’s display, which is observed in terms of parental control versus teenage 
expression and, in some instances, created conflict between members.  Strategies employed to 
negotiate these differences are represented in the discussion to follow. 
Acquiring photos 
Ownership of family photos was the first subject of discussion.  Cat didn’t have her own camera and 
described her reliance upon friends and family for capturing photos, which she must duplicate in 
order to ‘claim’ ownership of.  First, Cat describes how she acquired digital photos from her mother.  
Well,	  Maman’s	   got	   her	   camera	   and	   then	   her	   camera	   sort-­‐of	   loads	   them	   into	   one	   place	   (…)	   and	  
then,	  without	  telling	  her,	  I	  go	  on	  there	  (…)	  and	  make	  copies	  of	  all	  the	  ones	  that	  I	  want,	  (.)	  whi:ch,	  
generally,	  are	  ones	  of	  me”	  (…)	  [laughs]	  and	  –	  I’m	  really	  vai:n(!),	  but	  it’s	  –	  it’s	  cool(!),	  e::rm	  [laughs],	  
a::nd	  [laughs]	  so	  I	  take	  those	  ones	  (…)	  and	  then	  I	  sort-­‐of	  view	  them	  as	  mine.	  But	  she	  has	  (.)	  copies	  
of	  them,	  so	  it’s	  (.)	  cool!	  
Implicitly expressed in this extract is an assumption that the owner of the digital camera is also the 
owner of the photo: Cat acknowledged her mother’s assumed ownership of photos described in the 
interview because they were captured on her mother’s camera. Cat also communicated, again 
implicitly, an assumed parent-child power dynamic that determined her mother’s ownership.  Cat 
then described her ability to make copies of her mother’s photos for herself on the computer. She 
explained that her claims of ownership were motivated by personal vanity and, for strategic reasons, 
made invisible to her mother. Lack of communication between Cat and her mother was empowering 
for Cat: by not asking her mother’s permission to handle the files, she could take full control of them; 
and there were no maternal constraints upon her actions: “so I can take those ones”.  
It seemed that handling photos in the digital domain afforded reduced accountability for Cat: she 
seemed to be able to operate relatively invisibly to her mother; and she justified her actions as 
creating minimum impact on her mother: “she has (.) copies of them, so it’s (.) cool”. With this 
comment, Cat implied that her mother’s original files remained unchanged, in their original 
organisational structure.  However, in practice, Cat was at liberty to disrupt this structure, as she 
indicates later in the interview.  Consider the following extract. 
A:	   So	  when	  you	  copy	  them,	  you	  copy	  them	  to	  your	  own	  folder?	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T:	   Yeah.	  
A:	   On	  your	  home	  computer,	  is	  that?	  
T:	   Yep,	  a	  deep	  photo	  layer,	  in	  the	  shared	  documents,	  which	  no	  one	  knows	  about:	  it’s	  great!	  
A:	   So	  it’s	  kind-­‐of	  hidden	  away?	  
T:	   Well,	  sort-­‐of,	  cause	  I	  don’t	  want	  Marcia	  [Cat’s	  younger	  sister]	  getting	  her	  hands	  on	  my	  photos	  
[laughs].	  
Cat described her need to hide certain photos from her sister.  She presumably had to move her 
mothers’ original photos as well as her copies in order to do so. 
The other way in which Cat acquired photos was by sharing them with friends using an online program 
called Photobucket. 
Well,	   basically,	   whenever	   we	   do	   an	   outing	   or	   whatever	   –	   all	   my	   friends	   seem	   to	   have	   digital	  
cameras	  –	  fi::ne(!)	  –	  a:nd	  (…)	  they’ll	  all	   load	  their	  photos	  onto	  the	  Photobucket	  –	  like	  –	  we	  have	  
(…)	   23	   pages	   of	   it	   (.)	   –	   a:nd	   it’s	   just	   pho:tos	   of	   what	   your	   (…)	   –	   of,	   (.)	   like,	   things	   that	   have	  
happened,	   (.)	   and	   everyone	   takes	   photos	   of	   everyone,	   a:nd	   (.)	   then	   you	   can	   go	   on	   there,	   copy	  
them,	  save	  them	  as	  your	  own,	  (.)	  and	  stuff”.	  
Cat described using an online photo-sharing service to make personal copies of photos captured by 
her friends from experiences they have shared together.  The capture and display of photos was 
considered part of social exchanges between Cat and her friends and there seemed to be shared 
interest in events captured by peers.  In this domain, Cat could legitimately claim photos as her own.  
Note that, within the context of both family and friends, Cat’s claims to photos were enabled 
exclusively in the digital domain: via an online social network; and via access to the family computer. 
Through these means, Cat alleviated her frustration about not owning a camera.  Cat described her 
two enabling strategies before her mother joined the discussion. 
Although Yvonne made no explicit reference to her ownership of family photos during the interview, 
her parental control is observed when both Cat and herself are engaged in discussion: she made both 
instructive and directive statements to Cat about how they should jointly respond to interview tasks.  
Examples include: “we’re allowed six, (…) okay, for family!”; and “(y)ou can choose the next one”. 
At times Cat challenged her mother in retaliation: “Tha:t one?!”.  This indicated Cat’s desire and 
capacity for contestation against the domestic order, potentially fuelling her motivation for claiming 
ownership of photos. 
Different social functions 
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Figure G11: (a) photo of Marcia captured by Yvonne; & (b) Family photo captured at friends’ wedding 
It became apparent that a family photo can serve different functions for different family members. 
This difference was sometimes manifest in expressions of tension, demonstrated in the first instance 
with talk on a contentious photo of Marcia (PPTH1_1_G_04, Figure G11a).   
That	  one	  always	  makes	  me	  laugh	  [PPTH_1_1_04].	  	  Marcia	  hates	  that	  photo.	  	  That	  makes	  me	  laugh	  
as	  well,	  but	  I	  think	  that’s	  just	  at	  Mummy.	  
This photo captures Marcia as a young child, naked in an outdoor shower). According to Cat, her sister 
‘hated’ the photo. Yvonne was sensitive to Marcia’s feelings towards it, describing how she wouldn’t 
display it beyond the household, but liked the photo and therefore included it in her task responses. 
Cat found her mother’s feelings towards the photo amusing.  When invited to jointly choose photos to 
create a portrait of family, Cat asked her mother if this photo could be included. 
T:	   Can	  we	  have	  the	  one	  of	  Marcia	  in	  the	  shower	  [Yvonne’s	  number	  four],	  (.)	  [smiles]	  please?!	  
G:	   Yeah!	  
T:	   Ye:s!	  
G:	   I	  think	  that	  shows	  family.	  
T:	   Ye::s!	  
A:	   Do	  you	  think	  Marcia	  would	  mind	  that?	  
T:	   Yes,	  she	  will,	  but	  =	  
J:	   =	  	  I	  don’t	  think	  so!	  	  No::,	  I	  don’t	  think	  she	  will	  (mind),	  rea:lly!(?),	  for	  this.	  	  Not	  that	  it’s	  gonna	  be	  
‘der,	  der,	  der,	  der,	  der...	  You	  know,	  it’s	  not	  (.)	  gonna	  be	  shown	  at	  the	  Tate!	  
Cat was seen to be provocative.  She knew that Yvonne would like to display this photo if she could, 
but she also knew that Marcia would feel uncomfortable about it. She uses the interview task to play 
out this tension for her own amusement: “Can we have the one of Marcia?”.  Building on an earlier 
comment about the sisterly misuse of photos, Cat was found to demonstrate mischievous intentions. 
She exclaimed triumphantly at her mother’s inclusion of the photo in a hypothetical family portrait. 
Yvonne, apparently indifferent to Cat’s mischief, communicated her desire to include the photo 
because of its personal significance and trivialised Marcia’s potential upset: “I don’t think she will 
(mind)”. 
Often, conflicts of interest arose between about how they were portrayed in family photos. In the 
example above, Marcia expressed her dislike of PPTH1_1_G_04.  In another instance, Cat expressed 
dislike for a photo capturing her alongside the other householder at a wedding (PPTH1_1_G_03): “I 
know I don’t like that one, … cause the wind’s all coming back and it looks weird”.  Cat didn’t like 
how she was portrayed here, shaping her opinion of the photo’s efficacy as a family portrayal.  
Yvonne previously chose this photo as one in which she, personally, looks photogenic, and for this 
reason, amongst others, used it to portray family. Cat, in turn, used this photo to express her dislike 
for family photos in general: “I don’t like the family ones – my ha::ir’s all like…”. 
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Figure G12: Photo portraying family (PPTH1_1_G_07b) 
The joint making of a family portrait from the task responses revealed how family photos could be 
presented differently by mother and daughter. At one point, Cat chose a photo portraying herself 
with cousins in her grandmother’s house (Fig. G12): “I can’t actually remember it, but I remember 
lots of times that are (.) like that”.  This photo had a similar significance for Yvonne, who captured 
the photo.  Yvonne had used the photo in her individual interview to show love between family 
members in the form of “casual affection”.  This association was reinforced in this second interview: 
“(y)e:ah, family life”.  Yes, what Yvonne described as ‘casual affection’ was described by Cat as “us 
all slouching”. Yvonne highlighted the different ways that Cat and herself portrayed the content. 
G:	   [To	  Cat:]	  When	  you	  say	  the	  one	  of	  us	  all	  slouching,	  you	  mean	  ‘the	  one	  of	  (.)	  “my	  cousins	  and	  
me::”’.	  
T:	   Yep!	  Hu::m,	  (.)	  yeah,	  that’s	  it,	  right?	  
G:	   It’s	  very	  much	  a	  first	  child’s	  view...	  there!	  	  Fine.	  
Yvonne didn’t feel comfortable with Cat’s description and admonished Cat before positioning her 
account as “very much a first child’s view”.  Cat’s use of the word ‘slouching’ signalled another way 
in which the photo was significant for Cat but not Yvonne.  The photo evoked a feeling of love, but 
also an implicit sense of inhibition and personal freedom, something Cat referenced with poignancy in 
her previous interview. 
It is worth noting Yvonne’s concern for the presentation of family to others beyond the household, 
and how family might be portrayed differently to different people to serve different social functions.  
Cat indicated her understanding of this with a facetious comment about her father’s study being a 
place that excludes Family: “family has no place in a study!”. In response to this, Yvonne wryly 
rebuked Cat’s statement, describing how she is prominently represented by a painted portrait, 
described “as one of the most dominating things in the room?!”.  What is apparent is Yvonne’s 
concern for being seen to others to represent her children’s place in the home as most important, 
and Cat’s sensitivity to her mother’s concern. 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
12. APPENDICES 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
 
LXXXIX 
Promoting togetherness 
 
Figure G13: (a) Cat & Marcia at family event, captured by Yvonne; & (b) Cat on a family holiday, captured by 
Yvonne. 
In the above example, Yvonne and Cat expressed the importance of family photos that show 
togetherness.  Yvonne re-emphasised this in a couple of other instances.  In the task to create a 
family portrait, Yvonne advocated the inclusion of a photo capturing her daughters playing together.  
She explained to Cat: “it shows that you had fun and you liked being sisters together, at some 
sta::ge”.  Togetherness was not strictly defined by referents being captured together.  Yvonne also 
chose to include the photo of Cat riding an ostrich in the portrait.  For Yvonne, the photo showed that 
the family “went and did things”. Yvonne explained that, although only capturing Cat, the photo 
represented a shared family event that wouldn’t have taken place without Marcia’s impetus.  Stories 
attached to the photo represented all members.  
Sometimes photos that Yvonne used to show togetherness had conflicting meanings for Cat.  Yvonne 
advocated the inclusion of Figure G01b (above) in the family portrait, a photo that Cat didn’t like. 
Cat challenged her mother about the photo’s inclusion. But Yvonne dismissed Cat’s contestation. 
Salience of portrayals 
 
Figure G14: (a) Yvonne bathroom display, comprising photos printed on tiles; & (b) Photo of Cat, captured by 
Yvonne, printed on tiles. 
Ambient photo displays were most prominent to the household-at-large as well as the home’s visitors.  
The ‘wedding photo’ of Figure G11b was propped up on ambient display in the shared space of the 
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kitchen. Such displays were deemed by Yvonne to be of greatest significance for the portrayal of 
family. One of the most compelling examples of this is a display comprising photos printed on 
bathroom tiles in the family bathroom (Fig. G14a). Yvonne created this display and explained its 
significance in Part Two.  One photo-tile, in particular, became the focus of attention and was 
described as Yvonne’s favourite photo.  It was situated in the centre of the tile display, and was  
visually salient in the researcher’s view (Fig. G14b).  Captured by Yvonne, it shows Cat posing in a 
lavender field.  Before Yvonne joined the discussion in Part Three, Cat described her feelings towards 
the display: “I don’t know why everyone likes that photo: I really don’t”.  She then qualified her 
statement: “Well, I don’t not like it, (.) it’s just I think everyone puts too much importance on it”. 
Cat felt that the display emphasised a particular portrayal by her mother that made her feel 
uncomfortable. Aside from directing the capture event and Cat’s pose, Yvonne asserted the visibility 
of the image as a centrepiece within the display.  Cat was resigned to accept this: “I’ve got no 
choice!”. She was also dismissive about posing during the capture event, relinquishing accountability 
of her actions: “(w)hat am I doing?”.  The bathroom display was interpreted as communicating an 
inclusive – democratic, even - portrayal of the household to others. Yet the nature of its construction 
seemed to reflect the ‘curatorial’ dominance of Yvonne over Cat. 
At interview (and, crucially, before her mother joined), Cat constructed an alternative presentation 
of both the capture event and the portrayal: “(w)hat you can’t see is that the t-shirt is actually, erm, 
splattered with (.) fake blood saying: ‘no one’s perfect’, [laughs] which (.) I er (…) [laughs] – which 
always amuses me as well because I don’t think Maman [Yvonne] remembers that: it was a t-shirt that 
she absolutely loathed”. Wearing a t-shirt that her mother ‘loathes’ constitutes a defiant gesture 
that is invisible both in her mother’s account and in the literal content of the image. 
Particular forms of display determined particular degrees of salience to and beyond the household, as 
Cat described. 
“Well,	  there’s	  probably	  two	  different	  sorts	  of	  photos:	  there’s,	  like,	  the	  ones	  that	  you	  want	  to	  look	  
at,	   and	   then	   the	   ones	   you	  want	   other	   people	   to	   see	   (…)	   a::nd	   	   (.)	   li::ke	   (...)	   I	   don’t	   know	   -­‐	   I’d	  
probably	  keep	  that	  in	  my	  room	  -­‐	  number	  ten,	  cause	  I	  like	  seeing	  that	  myself	  and	  I	  don’t	  really	  mind	  
if	  people	  see	  it.	  	  But	  say	  number	  three:	  I	  think	  I	  look	  pretty	  good	  in	  that	  one,	  so	  I	  wouldn’t	  mind	  
other	  people	  seeing	  that	  one,	  [laughs].	  
Cat differentiated between what she perceived as different ‘sorts’ of photos. She distinguished at 
least three forms of photo display: personal viewing; viewing by invitation into personal space; and 
ambient viewing, whereby the photo is ‘pushed’ to an audience. 
Yvonne noted the differing degrees of display when discussing the contentious photo of Marcia in the 
outdoor shower (Figure G11a).  When asked if Marcia would be happy about the photo’s inclusion in 
the ‘family portrait’, Yvonne replied:  “it’s not (.) gonna be shown at the Tate!”.  By this, Yvonne 
acknowledged the peculiar setting of the research context and further implied that the photo might, 
hypothetically, be displayed to the household (because of its significance to the group) without being 
displayed ambiently (or to the home’s visitors).  
Conclusion 
The discussion highlighted Yvonne’s maternal – or curatorial - control over photo displays in the 
home, but also how this was undermined by her children’s’ handling of photos in the digital domain 
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(the family computer).  In fact the practice of digital photography in this home afforded Cat more 
control than she would have otherwise. Cat’s acquisition of photos for her own use was achieved by 
making copies.  It also became clear that a photo could serve different functions for different 
household members and those external to the family, and that conflicts of interest were often 
resolved by Cat’s resignation to Yvonne’s ‘curatorial control’. 
PPTH1 Yvonne & Cat 
Acquiring photos 
Curatorial control, independence, personal vanity, social exchange 
“Well,	  Maman’s	   got	  her	   camera	   and	   then	  her	   camera	   sort-­‐of	   loads	   them	   into	  one	  place	   (…)	   and	  
then,	  without	  telling	  her,	  I	  go	  on	  there	  (…)	  and	  make	  copies	  of	  all	  the	  ones	  that	  I	  want,	  (.)	  whi:ch,	  
generally,	  are	  ones	  of	  me”	  (…)	  [laughs]	  and	  –	  I’m	  really	  vai:n(!),	  but	  it’s	  –	  it’s	  cool(!),	  e::rm	  [laughs],	  
a::nd	  [laughs]	  so	  I	  take	  those	  ones	  (…)	  and	  then	  I	  sort-­‐of	  view	  them	  as	  mine.”	  
Different social functions 
Conflict between members, personal narratives 
“That	  one	  always	  makes	  me	  laugh	  [PPTH_1_1_04].	  	  Marcia	  hates	  that	  photo.	  	  That	  makes	  me	  laugh	  
as	  well,	  but	  I	  think	  that’s	  just	  at	  Mummy.”	  
Promoting togetherness 
Social expectations, inclusiveness, sharing narratives, social desirability 
“(I)t	  shows	  that	  you	  had	  fun	  and	  you	  liked	  being	  sisters	  together,	  at	  some	  sta::ge.”	  
Salience of displays 
personal narratives, ambient displays, curatorial control, social desirability, accountability 
“Well,	  there’s	  probably	  two	  different	  sorts	  of	  photos:	  there’s,	  like,	  the	  ones	  that	  you	  want	  to	  look	  
at,	   and	   then	   the	   ones	   you	  want	   other	   people	   to	   see	   (…)	   a::nd	   	   (.)	   li::ke	   (...)	   I	   don’t	   know	   -­‐	   I’d	  
probably	  keep	  that	  in	  my	  room	  -­‐	  number	  ten,	  cause	  I	  like	  seeing	  that	  myself	  and	  I	  don’t	  really	  mind	  
if	  people	  see	  it.	  	  But	  say	  number	  three:	  I	  think	  I	  look	  pretty	  good	  in	  that	  one,	  so	  I	  wouldn’t	  mind	  
other	  people	  seeing	  that	  one,	  [laughs].	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Appendix H: Household Case Summaries 
This appendix documents extended versions of the summaries presented in section 4.4.2.  That is, the 
analysis goes into more detail about particular aspects of participants’ accounts, and includes 
additional visual data to illustrate. 
H(01) Household One: Yvonne & Cat 
 
Figure H01: (a) Yvonne's response to task number three, captured wearing hat; (b) Cat's response to task number 
three, captured with her grandmother. 
Yvonne and her daughter Cat lived together with Yvonne's husband (Cat’s father) and her younger 
daughter, Marcia, in a semi-detached house in the South-East of England. Yvonne was not employed 
at the time of the study and assumes roles affiliated with responsibilities to the household group such 
as food preparation, housekeeping (including home display making) and, to the junior members, 
moral and social order.  As a junior, Cat was dependent upon her mother for these things.  Cat also 
had to borrow Yvonne's (digital) stills camera and camera-phone, because she owns only a low-end 
(lower image resolution) camera-phone but not a digital camera. 
Mother as Curator 
Yvonne assumed responsibility for photo-management on behalf of the household and also for the 
representation of other household members, including Cat.  As such, photo displays in this home were 
seen to re-enforce generational power dynamics within the dyad.  
At interview, Yvonne explicitly acknowledged her role as ‘curator’ of the family photos in the home.  
This term was suggested to Yvonne by the researcher, to make sense of Yvonne’s activities in light of 
what she was voicing.  The term shone forth as an increasingly significant term to the researcher 
whilst the transcript was being coded. Yvonne’s ‘curatorial’ activities concerned the coordination of a 
particular set of family representations to portray a unified image of her household in the home 
environs. Yvonne's curatorship was motivated by a sense of social obligation and expectation: “I mean 
there are a number of photos of me displayed around the house, probably correct percentage amount 
per person per family”.  Displays were therefore made for the household as well as visitors to it. 
Yvonne expressed the ‘importance’ of choosing photos for ambient display that reproduce familial 
conventions, including familial proximity (that is, being captured together).  Framing activities had 
cultural and moral dimensions that related to a domestic order and responsible parenting.  Similarly, 
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album-making and viewing continued a tradition that Yvonne deemed to be a positive and integrative 
ritual in family life, which she grew up with and would like to impress upon her children as they 
develop.  Also, Yvonne described how organising photos into albums had practical dimension: photos 
were ready to-hand so the household could attend to them.  Yvonne's take-up of the label ‘curator’ 
shaped the researcher’s analysis of subsequent accounts in the study. 
As well as assuming her status as the family photographer, Yvonne described herself as a ‘hobbyist’ 
amateur photographer.  This feature of herself, as presented to the researcher, was characterised in 
terms of vanity, “the vanity of the photographer”, and used by Yvonne to express her independence 
or autonomy from her household as well as her affiliation to it.  For example, in her task responses 
she drew attention to a number of framed landscape photos on display in her hallway that contain no 
references to family, only to her artistic capabilities and her ‘homeland’, New Zealand, where she, 
exclusively, grew up.  So Yvonne’s ‘hobbyist’ photos were conspicuously integrated into her family 
displays for promoting her self-image at home.  
Photo displays of the rest of her household were also drawn upon for Yvonne's self-empowerment, 
many of which are the most salient in the home (e.g. Figure H01a).  Yvonne described one in which 
she thinks she looks photogenic: “it was nice being part of the family and it was a nice occasion, and 
I like dressing up’.  The choice of content for displays was informed by Yvonne's vanity: “If there’s a 
good photo of me I tend to put it up”, adding that it “(m)akes me feel good!”. In the case of this 
photo’s content, as well as others, the other household members were not happy with how they are 
portrayed. Yvonne observed the tension: “Cat hates this one, (.) but fine: I love this one”.  She also 
admitted that “Cat looks so silly” in the photo.  Yet this does not prevent it’s display at home.  
Throughout their individual and shared accounts, particular home displays functioned differently for 
Yvonne and Cat.  Cat generally didn’t like how she was portrayed: “I don’t like the family ones”.  
This was a trend, but such photos were displayed because Yvonne was curator.  In fact, Yvonne 
describes often prioritising aesthetic considerations over the familial when framing photos, ‘brutally’ 
cropping people out in order that a particular print might fit a decorative frame. 
 
Figure H02: (a) Cat's bedroom; & (b) Detail of Cat's bedroom wall. 
Cat was also concerned with how she was portrayed to others.  At interview she described her self-
consciousness about displaying photos that made her look ‘vain’ or ‘poserish’, advocating 
presentations of ‘oddness’, or eccentricity, and a lack of seriousness, which could be interpreted as 
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nonchalance. Yvonne entertained Cat's account, noting her ‘adoption of a persona’ to the researcher: 
“I think you’re a jolly decent chap”.  (Although, somewhat in contradiction, she also described 
herself as ‘very vain’ elsewhere in her account.) Cat carefully crafted her photo displays in her 
bedroom to project eccentricity and nonchalance: her bedroom was a carefully crafted ‘mess’: “it’s 
just a load of photos and random things stuck on a wall”; and “the ribbon was from that wedding, 
where the bridesmaids all had corsages with daisies woven in”. 
Given her concern with self-presentation at home, Cat's account is characterised by her desire to 
create an alternative account of her mother’s representations.  One way of doing this was to present 
an alternative narrative (photo-talk) around some of the ambient displays that her mother has 
created, for example, in reference to one of the most salient home displays that captures her, she 
says: “(w)hat you can’t see it that the t-shirt is splattered with fake blood saying ‘no one’s perfect’”. 
Cat was commonly at odds with the content of Yvonne’s home displays, but was resigned to accept 
their presence: “I’ve got no choice”.  Their materiality rendered them hard to interfere with in any 
permanent way.  Cat was, however, able to interfere more impactfully with her mother’s curatorship 
in the digital domain. 
Computer use undermined curation 
Yvonne confessed a lack of technical competence handling digital photos on the family computer: 
“we have a problem working out how to get photos off the computer at this stage in life”. Cat 
recognised this and takes advantage of her own technical proficiency to access her mother’s digital 
photos on the computer. Cat describes how she, unbeknown to Yvonne, interferes with the curatorial 
collection: “without telling her, I go on there and make copies of all the ones that I want, which, 
generally, are ones of me”.  Although she said she made copies, elsewhere in her account she 
described accessing the computer in order to move and therefore ‘hide’ photos from her sister. So, in 
principle, the computer offered Cat the expressive resources to undermine her mother’s authority. 
Cat's claims to photo ownership are made exclusively in the digital domain and were not legitimised 
by Yvonne.  Indeed it seemed that the digital domain afforded Cat the means to exercise personal 
photographic expression at home, whilst at the same time potentially problematising curatorial 
photowork for Yvonne.  The family computer supported Cat's personal expression at home in another 
way: Cat could use it to access the Internet and share photos with her peers. Yvonne could only retain 
authority by controlling access to the computer. 
Cat's desire for increased autonomy was twinned with her dependency upon her parents, indicated 
when describing how home displays, made by her parents, offered her comfort and security: “makes 
me feel like I’m part of my family”; “makes me feel loved”.  Cat also described personal past 
experiences by making continual references to the rest of her household. Yvonne recognised this 
about her children: “it’s that, sort-of, benign love … it’s important for them… that they should know 
that - that they’re constant”. 
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H(02) Sue & Michelle, Household Two 
 
Figure H03: Responses to task three by (a) Sue; & (b) Michelle. 
Sue and her husband lived with three of their four daughters, Michelle, Bryony and Eve in the South-
West of England.  Christine, Sue's eldest daughter had moved out of home.  As in the previous 
household, Sue had a digital camera that her daughter, Michelle, borrowed because she did not have 
her own camera, only a camera-phone.  As with Yvonne, Sue was not employed in professional work 
at the time of the study and assumed domestic roles associated with food preparation, housekeeping 
(including interior decoration) and mother’s work. Sue also assumed the role of ‘curator’, to use 
Yvonne's words, coordinating home displays of photos and other material culture.  Sue worked as a 
professional interior and textile designer in the past and the making of home displays was seen to 
foster positive self-worth.  Her daughter, Michelle, also considered herself to be a creative person 
and, like her mother, used photo displays to express an artistic sense of self.  Across accounts, 
Michelle demonstrated respect for her mother’s ‘curatorship’.  Similarly, Sue was seen to support and 
encourage her daughter’s creative expression. 
Exclusivity of Household 
 
Figure H04: (a); Sue's favourite home display, captured with a disposable camera; & (b) Detail of Michelle's 
bedroom wall display. 
Sue and Michelle presented their household group as closely united by a period of time spent living in 
African countries and a subsequent move, four years ago, to the UK. Sue presents a personal narrative 
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characterised by the notion of ‘self-as-other’.  She described her nostalgic attachment to Africa and 
sense of otherness that felt in her everyday life in the UK.  This was epitomised by her talk 
surrounding a photo-print that she showed at interview, capturing her crying and surrounded by 
friends before leaving Africa.  She described occasionally looking at this photo, privately: “this one is 
– I look at occasionally, if I want to sort-of torture myself”; “sometimes we do enjoy putting ourselves 
through these different emotions”. The photo prompted Sue to make social comparisons between the 
Zimbabwean expatriate community versus the British, and her sense of affiliation with the former and 
exclusion from the latter.  Her personal narrative, which features isolation, otherness and exclusivity, 
is aligned with the way in which she defines her household to the researcher: “we have very much, 
erm, been influenced, in our marriage and in bringing up the children, by the culture – the African 
culture as opposed to the British culture, definitely”.  Sue established a collective voice of otherness 
defined by ‘the African culture as opposed to the British culture’.  Her home displays reflected this.  
A prominent display in the living room comprised a family photo, presented in an African frame and 
surrounded by African artefacts (Fig. H04a): “The children are amongst, you know, basically things 
I’ve brought back from Africa; and they were born in Africa”.  She used one of her children’s school 
photo prints to further support her presentation: “(m)y girls were brought up in that culture, which is 
very different to the British culture, and I think they’ve had a bit of a shock, really”.  The visual 
content of this school photo was impactful: showing her daughter’s ‘little white face’ amongst lots of 
South African children.  This prompted Sue to add: “being in the minority didn’t ever bother us – 
bother us at all”.  Hence, she used representations of her children to perpetuate a family narrative 
about otherness.  Her children’s identities were very much part of her sense of self, summed up in 
her following comment: “(t)hey are my life, really”. 
In her personal account, Michelle echoed her mother’s narrative of isolation, otherness and 
exclusivity.  She showed the researcher a photo-print captured in Africa to present herself as 
different to those in the British community she currently lives in: the photo captures her as a young 
child playing with other children in Zimbabwe; she used the photo to suggest that her African 
experience offered her a unique perspective on teenage life amongst her peers in the UK.  Aligning 
her personal narrative with her mother’s, Michelle was seen to actively participate in telling the 
family narrative to visitors.  By example, she described to the researcher the significance of a 
sculpture in the entrance of her home: “(p)eople can see it and then they can ask questions and, 
then, we can share a bit about our life and what the statue means to us”.  This, amongst other 
extracts, shows how the members collectively perpetuate a shared narrative.  This narrative was also 
associated with family stability.  It appears that the collective perpetuation of talk around shared life 
experiences created a sense of autobiographical (and familial) continuity, for both Sue and Michelle, 
in the face of collective dislocation.  Michelle said: “it’s always been Mum and the four girls”.  The 
visual metaphor of ‘mum and the four girls’ was present in the most salient of their home displays.  
Michelle showed appreciation of this metaphor in terms of feeling part of the family and ‘feeling 
loved’. 
Empathy between Sue and Michelle was echoed in the way family photos were managed.  Most were 
kept loose in a ‘family photo drawer’ that was located in a communal space of the home and 
accessible to all the household.  Michelle talked about how she “always arranges the drawer” and 
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there is a sense that (African) photos (in particular) were jointly handled, if not somewhat managed 
as well.  Michelle described taking a photo that showed ‘mum and the four girls’ from this drawer and 
putting it up on her bedroom wall.  
Sue remains arbiter of home displays, though.  Despite the affinity that Sue and Michelle 
demonstrated towards each other and the researcher, there were key moments in the dyadic 
discussion when Sue (re)asserted her power relationship with Michelle.  When participants were 
invited to select photos to create a family portrait, Michelle took the initiative to choose photos first, 
but then Sue intercepted and proceeded to structure the response.  Towards the end of the 
interview, the researcher visited Michelle's bedroom with both participants and asked them to 
describe how the collage on Michelle's bedroom wall was made.  At first glance it appeared that 
Michelle was responsible for creating the display.  She suggested this herself: “I got a frame”.  But 
Sue was quick to assume responsibility for making the frame and also interrupted Michelle to take 
control of and direct the narrative – further asserting her own story: “Zimbabwean flag stuck right in 
the middle: quite significant”.  So, even when in her bedroom, the opportunity for Michelle to 
account for her bedroom display was taken from her.  She did try to regain a sense of ownership by 
describing it as “a bit messy at the moment”, hinting at her everyday management of it, but didn’t 
challenge her mother when her mother interrupts.  
Computer use & power relationships 
At numerous points in the accounts, Sue described how her photowork were undermined by her lack 
of technical proficiency using photoware.  In her personal account (Part Two) she described her 
frustration at not being able to work with digital photos on the family computer, nor make prints 
from them for albums or framed displays.  Digital tools were inaccessible to her and she was 
consequentially dependent upon Michelle (and other junior members) for computer work, in 
particular for printing.  In such instances, the generational power relationship was inverted. 
Michelle had her own laptop and digital camera and, in her personal account (Part Two), described 
practicing digital photography independently of her family.  She uses her camera to capture self-
portraits and uses her computer and a wireless internet connection to display them online, via a 
social networking site called MySpace.  This is a platform upon which, as with the photo of Fig. H04b, 
she used self-portraiture to forge and distinguish a personal voice from the voices of her household.  
She says that there are particular kinds of photos on MySpace that she wouldn’t display at home: “it’s 
on that, but not around the house”.  MySpace was particularly associated with self-enhancement: “I 
have quite pose-y pictures on MySpace, just because I – I’m not gonna deny it, I do love photography 
and I do like the camera.  Posting portraits on MySpace extended the reflexive function of her 
photography into the public domain and she considers how her portrayals might impact upon others. 
She had a desk in her bedroom at which she did all her photowork and her other household members 
were not always privy to it.  This set up seems to empower aspects to teenage autonomy, highlighting 
a generational divide.  
In this home, photo-prints were used by Sue and Michelle as tools for personal reflection and 
evaluation.  They also played a central role in family representation and, when presented as home 
displays, their function was, at least, twofold: photos supported the unification of family; and photos 
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were used to enforce the power relations between mother and daughter. There is a sense that 
Michelle's personal narrative was very much influenced by the Sue's narrative, indicating familial 
closeness.  However, the power relationship was disrupted by the incorporation of digital technology 
into the home; this was relatively inaccessible to Sue who became dependent on the assistance of her 
juniors.  Furthermore, and unbeknown to Sue, Michelle could connect out of the home from her 
bedroom to display photos on MySpace and express herself entirely independently of her household. 
H(03) Jenny & Adam, Household Three 
 
Figure H05: Responses to task three: by (a) Jenny; & (b) Adam. 
Jenny lived with her husband, Mark, and their two sons, David and Adam, in the South-East of 
England. Jenny owned a digital camera, whilst Adam owned neither a camera or camera-phone. 
Jenny worked full-time as a primary school teacher and, like Yvonne and Sue, assumed responsibility 
for housekeeping and home presentation.  This included album-making and other display making in 
the home.  However it was clear from Jenny's account, and that of her son, Adam, that the 
household’s ambient displays were constructed with the household’s consensus. Jenny was seen to 
make a great effort to ensure her children were represented equally in the home – and as they would 
want to be – she considered what they’d be ‘comfortable’ with.  In their dyadic discussion, Jenny and 
Adam demonstrated mutual respect, trust, and understanding towards each other and share the 
initiative to formulate responses to collaborative tasks.  With the exception of one of Jenny's photos 
and one of Adam's, all the photos were considered as collectively owned.  The two exceptions capture 
events that took place separately from the household and, in Jenny's words, the household didn’t 
‘have a link to’.  This meant that most of the photos that had personal significance for both Jenny 
and Adam are also ‘family photos’.  Altogether these phenomena indicated a close dialogical 
relationship between the participants and their wider household. 
At the time of the study, Jenny and Adam's home was being redecorated.  The living room was devoid 
of furniture and photo displays, and the other rooms were sparsely decorated. The interview took 
place in the kitchen under the only noticeable wall display, a framed montage of Jenny's childhood 
photos.  It seemed from Adam's account that, before photos were taken down for redecoration, they 
were typically ‘stuck’ on walls and left unframed. Adam suggested this was to “cover up the cracks”.  
The family pointed out that, nowadays, most of their family photos are taken with a digital camera to 
be stored on the family computer and are rarely printed. As they were redecorating and re-thinking 
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the organisation of things in their home, they used the tasks as an opportunity to venture into the 
attic and look through photos that were stored there.  In the process they rediscovered photos that 
had not been viewed for a long time. 
Documenting Family 
 
Figure H06: (a); a photo of Adam from the attic; (b) Photo montage of Jenny's childhood family photos. 
Both Adam and Jenny placed great significance upon photos and exclaimed at the prospect of 
destroying any, even if they evoked negative emotions.  They each showed the researcher many 
photos that had commemorative significance, which marked key life events or life stages.  This was 
perhaps to be expected a result of rummaging in the attic and making serendipitous discoveries of 
what could be dubbed ‘legacy photos’.  For this household, the attic was a place for conserving 
photos for posterity.  When presenting a photo from the attic to the researcher (Fig. H06a), Adam 
conveyed a sense that it needed protecting, to keep but not display: “(t)his is well preserved in this 
bag, to stop it getting crinkled and creased under all the photos piled up on top of it as we increase 
our collections”.  This photo’s handling was part of a collaborative project to nurture a family legacy.  
Elsewhere, he described the high level of organisation that goes into the storing the attic collections: 
“they’re all neatly – like, this is from this year and this is from holidays and this is from then”.  The 
attic, he added, was a central place for storing photos. 
For Jenny and Adam, then, photowork was about ‘documenting’ rather than ‘displaying’ family 
events.  Although she didn’t like displaying photos of herself around her home, Jenny described her 
favourite home display as the framed montage of photos from her childhood (Fig. H6b): “Although I 
wouldn’t necessarily like pictures of me now, it’s pictures of me when I was little”.  What Jenny liked 
about this “little compilation” is that ‘its got all the family in it”; “and also it’s quite fun to see, sort-
of, when you have your own children if they look anything like me”.  Here she expressed interest in 
genealogy, in family identity.  The collage depicted unposed, natural-looking photos of everyday 
family life.  Making the montage was a collaborative project – Jenny's husband Mark thought it would 
be ‘fun’ to have on home display.  Mark was also, at the time of the study, constructing a carefully 
annotated album of Jenny's family history. The telling of family narratives at home was important to 
Jenny (and Mark, apparently).  Most of Jenny’s task responses were accompanied by relatively 
detailed and expansive stories and in many instances she expressed her intention to impress these on 
her children (using the photos), enacting their membership in the family group alongside other family 
members that may be absent or deceased. 
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Figure H07 (a & b): Photos capturing the process of building an extension. 
The notion of ‘documenting change’ also featured in both accounts.  Whilst Adam featured childhood 
photos showing the passing of time, Jenny featured what she dubbed ‘comparison photos’: “(t)hey 
may not like it displayed, but people do like to see how they’ve changed or altered over the period of 
time”.  Jenny points out that these kinds of photos aren’t always on home display.  One example is “a 
little batch” of photos capturing during the building of an extension to the home (e.g. Fig. H07): “we 
took photos of our extension at different stages to give an optimism, I think - to be optimistic that we 
were getting somewhere”; “It’s surprising to see” - and the accomplishment - “to see it finally 
finished”. The photos were currently kept on the computer, but Jenny wanted to put them in an 
album showing “before, during and after”. These photos were “not something you’d put up as such, 
because it seems a bit – you’d be just a bit pompous or whatever”. 
Relative Value 
Adam's account is characterised by the relative value that he placed on photos using terms such as 
‘not too great’, ‘better’, ‘best’ and ‘perfect’ to compare them.  He also asserted the relatively high 
value of ‘family photos’ and their priority for home display.  Extending this idea, he also established 
photos’ relative value according to perceived rules of social convention. He observed the social 
practices surrounding his mother’s display making and, in turn, abided by what he assumed to be 
socially appropriate and correct: “we’d need a perfect photo for it to go on the wall: everybody 
smiling, everybody looking smart”. He made a distinction between photos’ aesthetic content and ‘the 
meaning behind them’. In Adam's mind, a photo’s personal and family value was at odds with its 
perceived value in terms of display criteria. 
Jenny described display criteria that were at odds with Adam's; she observed some social conventions 
but not others. Whilst ‘familial’ content was captured and deemed significant, Jenny did not feel 
obliged to display it in her home as she thought others might: “I know some families sort-of have 
some pictures of all the family up … but it’s not quite what we sort-of do”.  Part of this seemed to 
stem from her explicit preference for snapshots over portraiture.  Contrary to Adam's sense that 
‘everybody’ must be ‘smiling’ and ‘looking smart’ for a photo to ‘go on the wall’, Jenny expressed a 
dislike for formal, posed photos. 
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Appendix H(04) Lara & Caroline, Household Four 
 
Figure H08: Responses to task number three by (a) Lara; & (b) Caroline. 
Lara lived with her husband, Brian, and their daughters, Caroline and Maggie, in the South-West of 
England. Lara and Caroline both had their own digital cameras and camera-phones. Lara worked as a 
professional fine artist.  Despite often using photos as a resource for many of her paintings, there 
were no photos on home display in Lara's home, except a couple of paintings on framed display in the 
hall and living room, along with a decorative arrangement of dried grasses.  All the family photos 
were stored loose in boxes in the dining room on the top of a deep shelving unit.  There were also a 
couple of photo albums on a shelf in this unit. But according to the participants these were rarely 
looked at. Lara assumed responsibility for managing these arrangements.  At the start of her 
interview, she described her handling of photos in reference to her first task response: “It's kept in 
one of these boxes up there, as, er, most of my photographs are, and this has raised an issue for me: 
everything was under my bed; and now I've got them in boxes in here, so I'm getting nearer to sorting 
them out”. At various points in the interview she also describes her “half-hearted attempt” to 
establish a photo-management system: “I mean I think I've kind-of shuffled some into some kind-of 
groups in the boxes, so there are 'children ones' or 'pets and places' or something, but they're really - 
not really organised”. At one point, in reference to one of the boxes, she claimed to have no system. 
Personal versus family photography 
Both Lara and Caroline responded to tasks by rummaging and browsing through photos in the boxes 
just described.  During her interview, Caroline expressed her frustration about having to do this: “it’s 
a bit of a chore to look through the photos in that way”; “(w)hen I want to find a specific photo it’s 
really awkward to find the one you want”. She also lamented the lack of family photo displays around 
her home, but was resigned about the status quo: “I would like to have a lot more displays of photos 
around the house, but, like, it’s never kind-of happened, really”.  She seems to make up for this by 
engaging in photography independently of her family, and is given the freedom to do so by Lara. 
At interview Caroline distinguished her own photos from ‘family photos’.  She has her own digital 
camera as well as her own laptop computer, which meant that she could capture, organise and 
display photos independently of her other household members: “I have a laptop that I store my 
photos on”. Caroline was attentive to the management of her personal photos and much of her 
photographic practice took place online. Lara was not made privy to any of Caroline's personal 
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photowork; it was something that took place at school or in her bedroom.  Her photo practices were 
enmeshed in social exchanges with her peers, many of which take place online.  Caroline had a 
“friends’ folder”, posted online from her laptop, that her peers could access photos from.  Gift-giving 
formed part of these social exchanges and preparing gifts was often a collaborative endeavour 
between friends. 
Breaking the rules 
Lara accounted for the lack of displays around the home.  She explained that she used to have photos 
on display, but recently took them all down because she felt a sense of pressure to keep their content 
up to date: “it felt like it was a big hassle to kind-of change the photographs all the time”.  She also 
described ‘wanting’ to continually update the displays and feeling this is “difficult” to manage.  She 
recognised that her solution was ‘extreme’; “it isn’t right”.  She justified her inertia in terms of not 
knowing how to approach the task, but also in terms of the enjoyment she had ‘shuffling’ through 
loose photos.  Album-making and ‘sticking’ photos in particular arrangements was not the answer for 
her. 
 
Figure H09: (a) Lara’s wedding photo; & (b) Caroline ‘breaking the rules’ at school. 
Another reason for the lack of displays was Lara's explicit rejection of familial conventions. In 
response to task seven, Lara was surprised to find a photo in her collections that fitted with 
conventional portrayal of family: she didn’t think she had any; and she thought the photo was 
‘boring’.  One theme running through her account was her sense of obligation to abide by social 
conventions and rituals, along with her resentment to do so. For Lara, commemorative photos 
epitomised this sense of obligation.  This came to light when she made reference to the treatment of 
her wedding photo and it not being on display (Fig. H09a): “you do things and feel very uncomfortable 
doing them, but you have to because that’s what you’re expected to do”. She added: “a lot of people 
have their wedding photographs out”; “I haven’t done any of that”. Lara knew she was breaking with 
convention: “it’s not how it should be”.  
Lara equated ‘the familial’ with the negative emotions that family photos from her childhood evoked. 
She had a problematic relationship with her parents that stretched back to her childhood and showed 
negative feelings towards photos that portray her participating in family rituals she felt obliged to 
observe in the past.  These expectations were epitomised via her wedding ritual.  Much of her 
account was given to reflecting upon attempts to emancipate herself, in her married life and current 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
12. APPENDICES 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
 
CIII 
home environs, from such obligations: “it was something that I never did: break the rules”.  The idea 
of being able to ‘break the rules’ was valued in her current household; she described this in relation 
to a photo capturing Caroline breaking the rules at school (Fig. H09b).  Lara's liberal mindset was 
played out with the autonomy she gave her two daughters. 
Participation in the study corresponded with a personal project that Lara was undertaking at the 
time: she was making paintings of her childhood photos, motivated by a need to make sense of 
negative family memories: “it was an identity thing: it was to do with me trying to place who I was 
and make sense of things and relationships we have we have as adults, I think”.  She described 
revisiting the photos and comparing their ‘evidential truth’ (their visual content) with her personal 
memories.  By engaging with them in this way, she felt that she might positively transform her 
memories.  Her paintings reconstructed the ‘evidence’ by revealing ‘the emotional stuff’ and the 
process was emancipatory: she accepted the positive and negative representations that the photos 
offered up to her; her notion of a family portrayal in the present was disassociated from any ‘ideal’ 
representation: “Family is, er, for me not about an ideal thing”.  There was an apparent conflict 
between Lara's desire to reflect on her past and be emancipated, to “move on” from it.  Herein was a 
rationale for opting out of representing ‘the familial’ in her home.  
What is a family photo? 
Lara was seen to ‘use’ family photos to express herself independently from her household.  During the 
dyadic interview, it became clear to the researcher – and the participants - that family photos were 
not ordinarily shared between Lara and Caroline in the course of everyday home life.  Photography, 
for both participants, was a personal and not a family practice.  At interview, Caroline's feelings 
towards particular photos proved surprising to Lara and vice versa.  When asked to use their task 
responses to create a portrait of their family, contention arose about which photos may be included.  
For example, Lara wanted to include a photo of her with her brother, captured before Caroline was 
born, but Caroline protested: “I don’t think that’s family!”; “I don’t feel involved in that at all”. As a 
general observation, contention surrounded who was displayed in the home and how: Caroline was 
more enthusiastic about displaying family photos than her mother was, but it was her mother who 
managed the displays.  There was a desire for shared understanding about the significance of photos, 
but often Lara and Caroline wanted to use them in different ways for representing their family. 
Striking to the researcher is that there was considerable ambiguity surrounding which photos were 
dubbed ‘family photos’ - which photos belonged to the family: Lara was less inclined than the other 
parents interviewed so far to assign the ownership of photos that she captured to her household-at-
large: “I’m not sure”. Nevertheless, as the interview progressed, Lara and Caroline arrived at a 
consensus about framing their hypothetical portrait – they shared aesthetic, or stylistic 
considerations.  Upon reaching this consensus, Caroline took the initiative to coerce her mother into 
realising the portrait: holding the photos on the table she speculates “(w)e could get these done in 
black and white?”.  It is Caroline, not Lara, who realised a display site for their portrait, and Caroline 
again who offered a plan for making it happen.  By the end of the interview, Lara's attitude towards 
home displays shifted: “I don't - I love looking at photographs and other peoples' photographs on the 
wall, and it's like a glaring gap that we haven't done it”; “Yeah, so: black and white”.  In sum, Lara 
and Caroline used photos more for personal expression and less to serve a social function for the 
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household.  Photos tended to be viewed privately at home.  
Appendix H(05) Rosemary & Kate, Household Five 
 
Figure H10: (a) Rosemary in her wedding photo; & (b) Kate with her father. 
Rosemary lived with her husband, Neil, and their younger daughter, Kate, in a central region of 
England.  Their elder daughter, Lisa, had moved out of home. Rosemary owned a digital camera 
whilst Kate owned both a digital camera and camera-phone. Rosemary worked full-time as a Town 
Planner. Rosemary and Kate expressed mutual respect for their respective roles within the home and 
their relationship seemed relatively free of tension.  They found the task of choosing photos for a 
family portrait to be very straightforward, largely because most ‘family’ photos had mutual 
significance for them.  The researcher discerned that this mutuality might also reflect Kate’s 
reticence.  In her personal interview, Kate described looking to her mother and other adults for 
approval and is relatively disengaged from the making of the home’s photo displays, confining her 
personal expression to her bedroom.  Her bedroom walls are entirely covered with photos 
intermingled with magazine posters.  She kept a number of film prints, captured by her mother or 
father, in her personal ‘photo-box’.  She had never owned a digital camera and, like Cat in Household 
One, relied upon her parents and friends to capture photos on her behalf. 
Upholding conventions 
Rosemary also assumed roles affiliated with housekeeping, including interior decoration, and photo-
management.  A feature of her account is that, in general and contrary to the expressed importance 
of her photos, Rosemary seemed quite lackadaisical about photo management and considered it an 
effortful task.  She had taken photo-prints out of albums to show the researcher, mentioning that in 
many cases she couldn’t remember which album to return the photo to.  Many recent photos were 
kept loose, propped up on sideboards and stored in cupboards.  Rosemary described extended periods 
of ‘several years’ when she “wasn’t actually putting things in albums”. Prompts to start again 
included the birth of her children.  She hadn’t made any albums recently: “five years, actually, are 
not in albums, either, apart from the odd holiday, and for no particular reason, except that you’ve 
got to keep up with it … and once you stop it’s a big effort to get going again”.  
Rosemary was very particular when choosing photos for ambient display, communicating a sense of 
what should be displayed in the home.  In response to task number four, she commented: “there 
were so many photos I like that I wouldn’t – I wouldn’t display”.  Aesthetic considerations play a 
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central part in her selection process.  She explained why it hadn’t occurred to her to frame the photo 
chosen to represent ‘an ideal portrayal of her family’ [PPTH_1_07]. Rosemary liked the photo 
“because it’s the four of us and… we’re actually doing something together as a family”.  However, 
the photo didn’t meet criteria for display: “it’s not a particularly amazing photograph … “so, no, it 
never occurred to me, actually, to display it”. Interior decoration was closely tied to photo display.  
The location of the most prominent displays was determined by the architectural design of the house: 
“we haven’t got (.) much wall space”.  Also “fashions and frames” can also determine a photo’s 
removal as in the case of Rosemary’s wedding photo.  She described changing its frame once, before 
removing it altogether because it looked out of fashion. 
Although owning and using a digital camera, Rosemary continued to engage with traditional display 
practices.  When asked by the researcher what her ‘future fantasy’ display might look like, she 
concerned herself with framing prints rather than any kind of digital display device. 
I	  would	  buy	  -­‐	  I	  would	  love	  to	  have	  some	  really	  expensive	  photo	  frames	  [laughs]	  and	  -­‐	  and	  display	  
them	  properly.	  …	  Most	  of	  our	  photo	  frames	  are	  a	  bit	  of	  a	  hotchpotch,	  but	  I	  would	  love	  to	  have	  -­‐	  to	  
re-­‐think	   them	   and	   -­‐	   and	   buy	   some	   quite	   striking,	   more	   expensive	   frames	   and	   -­‐	   and	   put	   them	  
together	  on	  a	  -­‐	  in	  a	  way	  that	  would	  look	  quite,	  erm,	  I	  suppose	  quite	  eye-­‐catchingly	  pleasing.	  	  So	  I’d	  
like	   to,	   yes,	   re-­‐think	  what	   I’ve	   got	   and	   -­‐	   and	   how	   I	   display	   it	   with	   some	  maybe	   not	   necessarily	  
unlimited	   amount	   to	   spend	   on	   frames	   [smiles	   wryly],	   but,	   er,	   perhaps	   more	   than	   I	   usually	   do,	  
[laughs].	  
Note here that no attempt was made to link photos’ significance to the display forms. Rosemary 
focussed on the decorative features of frames. Also, no mention of digital photography was made by 
Rosemary at interview even though their family photos are “mainly all digital”, as her daughter Kate 
pointed out. 
Overall Rosemary's display practices were aligned with the familial conventions associated with film 
photography: they communicated family at leisure or ceremony, doing things together. Rosemary 
presented a number of photos at interview that had negative connotations, but these were not 
ambiently visible. In keeping with convention and the accounts of mothers interviewed so far, 
Rosemary's extended family members were central to her self-presentation.  Accounting for the 
prominent display of an extended family wedding photo, she commented: “family is always very much 
a part of who I am”.  
Ambient anecdote 
 
Figure H11: (a) Rosemary's mantelpiece display; & (b) Close-up of display, showing photo of Rosemary's daughters. 
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In their personal interviews, Rosemary and Kate both presented the same anecdote in reference to a 
framed photo arranged prominently on the mantelpiece in their living room (Fig. H11b).  The photo 
was significant for Rosemary because it depicted the relationship between her daughters when they 
were children: “this one I absolutely love because the - there are the two of them in bed, Kate (with 
a) very cheeky grin on her face there, Lisa reading this book about love stories, or whatever it is, and 
Kate reading this rather - this book on Khrushchev’s Russia that she’s only just discovered [laughs]”.  
Rosemary adds: “I just thought it was just so typical of the two of them at that time, erm, and, yeah, 
I just love all these - these photographs, hence they’re on display in probably the most prominent 
part of the house”.  The photo presented archetypes of Rosemary's daughters as children and turned 
out to be Kate's ‘favourite home display’. The anecdote was central to the photo’s significance for 
Kate: “I came in and, like, picked a random book from her shelf and lay in there, reading it [laughs], 
and it’s called Khrushchev’s Russia, or something, and I just think it’s really funny, cause I was, like, 
six or something and I’ve got that book in my hand, [laughs], and Dad came and saw us and took a 
picture”;	   “I remember, like, I actually remember being there”.  For Kate, the photo evoked an 
autobiographical memory of the capture event involving her sister, her father and herself.  It evoked 
a sense that she had grown through them, that their presence had been constant since she was, in her 
mother’s words, ‘very, very tiny’.  There was a sense that the inscription of a shared narrative at a 
prominent location at home, drawn upon to define household relations, was greatly appreciated from 
an intergenerational perspective.  The display had an ambient, affective presence that perpetuated 
familial closeness between all those it represented. For that, it did something different to what a 
photo album does, passively inciting reminiscence and story-telling.  It created the opportunity for 
photo-talk. 
Appendix H(06): Eric & Emma, Household Six 
 
Figure H12: Responses to task number three by (a) Eric; & (b) Emma. 
Eric lived with his wife, Irene, and their two children, Scott and Emma, in the South-West of England. 
Eric did not own a digital camera, but Irene did. Emma owned a camera-phone. Eric, self-employed, 
was the only father participating in the study and, in keeping with other household accounts, referred 
to his wife Irene as the family photographer, and person responsible for making home displays.  He 
was personally interested in photography, though, and engaged enthusiastically with the tasks.  He 
took the opportunity of the study to venture into the family attic and browse through boxes of photos 
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and photo albums stored there.  Lots of Eric's personal memorabilia was kept “in a big ol’ bin, up 
there”. There are ‘hundreds’ of albums in the attic, many of which had been handed down to Eric 
and Emma through the family, and Eric expected to pass them on to his children.  The re-discovery of 
old photos proved to be a revelatory experience for Eric and, over the course of the interviews, for 
Irene and his daughter Emma too.  
Eric's daughter, Emma, is paraplegic and therefore wheelchair-bound, although she did not directly 
refer to her disability at any point during the interview.  She presented herself as a keen 
photographer, and also a professionally motivated sportsperson.  Photo displays capturing Emma with 
her friends populated her bedroom wall and also her camera-phone wallpaper. Photos and trophies 
were mixed with other artefacts to depict a number of aspirations related to her sporting 
achievements and her love of photography. 
Treasuring memories 
Emma's social network was very important to her, as was portraying her sociability through photos.  
She only displayed photos capturing her with others: “I don’t display ones of just me”; “I always do 
ones of me and my friends and stuff, or … me and family - not on my own, really”. One excerpt of 
photo-talk from Emma's account typifies what photos express for her: “I’ve been friends with this girl 
for quite a long time and I think it’s sort of … good capturing a shot of like the fun we have at 
tournaments and stuff like that, cause tennis is a big part of my life”. A key feature of Emma's 
account was that photos, and their display, mediated her ongoing social exchanges, reflected in the 
continual ‘updating’ of photo displays in her bedroom: “I’m constantly changing them over when I get 
new ones … I always change my pictures”. 
Photos were valued for representing, in Emma's words, ‘a Kodak moment’, for capturing ‘happy 
times’ and ‘being happy’, even if they’re not ‘the best photo’ in terms of image quality criteria. 
Emma ‘loves photos’ ~ she loves taking lots of them, looking through them and sharing them: “I’m 
one of those photo freaks who just – I just take photos of everything”; and “I’m always looking 
through all my photos on my computer”.  Despite being a keen photographer, Emma didn’t own a 
camera, only a camera-phone.  She described ‘stealing’ her mum’s digital camera to take photos and 
then downloading them to her personal laptop computer. She then tended to print her ‘favourite’ 
photos as keepsakes. 
For Emma, photography was very much associated with remembering and treasuring memories and 
she was very protective of her photos, for fear of losing them and forgetting things.  She had created 
a ‘secret box’ of photo-prints: “If anything - if I lose a load, all of my favourite photos I keep 
together”;  “I don’t let anyone see what’s in it”. Emma explained that photos, as personal 
possessions, were of great value to her, and that, by printing the most significant ones, she could 
cherish them: “I always print off the ones I like the best just in case the computer crashes …, cause I 
love - photos are really important things to me”. The box also stored family photos that other 
members wouldn’t want Emma to display ambiently.  By printing photos and keeping them in a box, 
photos could be treasured as personal memorabilia.  Somewhat resonating with this, Eric describes 
how he has selected the most significant photos from the attic and kept them in ‘a little pot’, 
because he ‘needed them to hand’ and doesn’t want to “lose them in the albums again”. 
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Mutual interests 
In response to a number of tasks, Eric showed personal (attic) photos from a time before he had his 
own family.  His serendipitous discovery engaged the whole family at interview: “Yeah, that’s right!  
It makes you think!  I tell you, this whole ... project has made me think about things - well, when 
myself and Irene got together, and the fun times we had when we were younger, before the kids, and 
- wonderful things - it’s good to do that, actually - It’s good to go back and look at old pictures”. 
Emma enthusiastically interrupted Eric and replied: “I realised, although you embarrass me, I still 
love you anyway”. 
Reminiscence around these photos was seen to foster positive inter-relations based on mutual 
understanding, whereby Eric and Emma learned things about each other and their household.  Eric 
expressed his surprise at discovering that his wife used to be a footballer: “She’s so fit!”. Emma 
highlighted that both ‘surprise’ photos (task six) were of her mother. 
Photo-talk highlighted the positive communication that existed between Emma and her parents. Eric 
and Emma showed mutual interest in each other’s task responses and Emma's account was very family 
orientated, even when referring to social exchanges with peers.  In her individual interview, she 
described sending family photos to them: “I mean I send my friends who know my family quite well I 
send that - I would send that picture too [task seven] cause they know my family and stuff like that”.  
At the same time, Eric and Irene were familiar with a number of Emma's personal photos and the 
social exchanges that they were associated with.   
Emma and Eric shared sentiments about portraying family in a way that showed how it had evolved 
and continues to evolve.  Eric reflected on the idea of a fantasy display: “If I had the time I’d like to 
play, you know(?), I’d try and make a collage of going through the ages, you know(?) - a picture”; 
“you could keep adding to it, couldn’t you?”. Throughout her interview, Emma showed a propensity 
to reminisce about photos that represented how her family has “grown”, attributing great meaning to 
photos capturing her childhood. 
Issues of appropriateness and aesthetics 
Eric and Emma chose two similar photos from the same event to represent ‘an ideal portrayal of their 
family’, which illustrates the close alignment of their ideas for portraying family.  However, towards 
the end of the dyadic interview, a tension was made visible to both the researcher and Eric, but not 
Emma, about Emma's handling of Eric's attic photos.  These photos had great personal significance for 
Eric but he did not deem them suitable for ambient display, only for display to his household and 
close friends. Following the study, he intended to put them away.  However, a potential tension 
concerns Emma wanting to take camera-phone photos of photo-prints to show her friends.  This raised 
the question of who the intended audience was and could this be known or controlled when the photo 
was handled collaboratively? 
A tension was also observed between Irene and the rest of the household concerning domestic order 
versus personal expression.  For Irene, housekeeping and home decoration were closely associated 
with photo-management.  Eric and Emma lamented the removal of wall-mounted photos by Irene for 
the purposes of re-decorating their home in a ‘contemporary’ style. They preferred to have the 
photos remain on display.  Irene was depicted as the household member who enforced order.  Irene 
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repeatedly interrupted the interviews to make comments about the need to keep the house tidy and 
clutter-free.  This extended to other kinds of displays.  Eric and Emma both referred to the ‘display’ 
of clutter in the home and its symbolic value as traces of loved ones’ activities and their presence.  In 
this context, displays of clutter included coats over chairs (for Eric) and opened wine next to used 
glasses (for Emma). 
Appendix H(07): Kath & Michael, Household Seven 
‘One big family’ 
To recap, Kath lived with her husband Bill and their two teenage children, Laura and Michael, in the 
South-East of England. Kath and Michael both owned a digital camera and Michael also owned a 
camera-phone.  Kath worked part-time as an administrator.  Kath presented herself and her 
household as ‘very family-orientated’: “I’ve got very, very good friends, but family is very, very 
important”.  Although her household relations were “obviously the most important”, her extended 
family relations were also important to her: “at the end of the day you come from them and you’re 
part of them”.  The presence of the wider family at home was represented through the display of 
photos, which Kath assumed responsibility for on behalf of her household. 
 
Figure H13: (a) The mantelpiece; (b) The cabinet display 
Specifically, a mantelpiece and cabinet in the living room were two focal points for displays in Kath's 
home.  As Figure H13a illustrates, the mantelpiece display comprised two framed photos, one a posed 
photo of the household on holiday and the other a professional photo of Kath's children.  A nearby 
cabinet contained many more photos, mostly professional portraits and capturing the household 
together with relatives (Fig. H13b).  The household’s strong-tie relations to extended family was 
achieved in part through clustering individual portrait photos in close proximity as well as showing 
photos capturing family altogether. A visual balance, or symmetry, was achieved within both 
arrangements.  Overall, the economy of the mantelpiece display communicated the primary 
importance of the household. 
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Figure H14: (a) Michael's school photo in the arrangement; (b) Detail of cabinet display 
Michael, Kath's son, was reticent at interview and expressed difficulty articulating photos’ meaning. 
Kath chose to be present during his personal interview, prompting him to respond to the researcher’s 
questions and at times trying to make sense of his task responses on his behalf.  Despite his reticence, 
Michael showed appreciation for the two main displays and expressed contentment about how he was 
represented, in this case with no prompting from Kath.  People told him that he looked photogenic 
his various representations, meaning, for him, no “spots face”.  When asked why the cabinet is both 
his ‘favourite home display’ and one ‘that makes him feel most part of his family’, he replied with 
the following comments, which Kath adds to. 
	  Mi:	  Because	  I’ve	  got	  a	  picture	  of	  one	  side	  of	  the	  family	  up	  there	  and	  a	  picture	  of	  me	  in	  the	  other	  
side	  –	  my	  other	  side,	  if	  you	  get	  what	  I	  mean.	  Grandparents	  and	  my,	  er,	  cousins.	  =	  
Ka:	  =	  [To	  Michael:]	  You’ve	  got	  your	  mum	  and	  dad	  –	  both	  –	  all	  your	  grandparents	  there.	  
Figure H14a shows Michael’s school photo in the cabinet and figure H14b shows it in the context of 
photos capturing his sister, cousins and grandparents. Michael continued: “it’s basically got most of 
my family on there, and then – cause you’re sort-of one, big family, ain’t ya(?); and “family are the 
most important because they’re there for you all the time”. For him, these displays communicate the 
meaning of family as “sort-of like the place where I belong”. 
Obligation to family 
Throughout her account, Kath expressed a sense of obligation to representing her wider family at 
home.  Obligations determined who should be depicted on the cabinet: “I mean I’ve got my in-laws, 
I’ve got my parents in the middle there, and children and things and, as I say, it is very hard”.  
Meeting familial expectations is a challenge and Kath highlights her efforts to foster inclusiveness: 
“I’ve even got … the last baby’s scan photo” she adds in reference to her newborn niece.  She 
describes limits to what she can include in the cabinet: “I really do only keep the nearest to me, 
cause I can’t - I can’t really keep any more and it’s - it’s overloaded as it is”. 
Kath described, for the sake of space and aesthetic concerns, having to be highly selective about 
what to display, storing the bulk of photos in cupboards or the attic: “obviously when we get ’em 
back we look through ’em and show other family and that and then they go into a cupboard and just, 
erm – cause obviously you couldn’t display everything”; “you can’t show every photograph… - you 
can’t have photos hanging here, there and everywhere”. The space problem is partly solved by 
‘updating’ representations as new photos, such as annual school photos, are acquired and replace 
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older ones. 
‘Attentiveness to family’ was observed by distributing photos within the wider family as well as 
making home displays. The updating of photos was, in itself, obligatory, and is another challenge to 
be met: “with the kids’ ones they get a new one every year … so – but it’s hard”. Kath described 
making a conscious effort to send photos to her relatives as well as displaying photos that they have 
sent her.  She described how the take-up of digital cameras in her household created more photowork 
in this respect, because more photos were being captured and distributed: “we had some the other - 
we must’ve had twenty near on the same picture - and, you know, I developed a hundred and eighty-
odd for her [Laura, her daughter] last week and I’m thinking: “Oh god!”, you know, just her friends 
and her”.  But this work, she said, was manageable because of the ease with which digital photos 
could be reviewed and edited: “obviously now with technology you can go through and see [sighs] the 
ones you wanna keep, whereas you couldn’t do that before, could you, really?” Kath could review 
photos in the digital realm with mind to triaging and deleting them.  Note here that she used 
commercial services to transfer her daughter’s digital photo files to CD-Rom, or ‘process them’. In 
the next excerpt she described her familial obligation to ‘process’ a large number of digital photos, 
making further reference to her newborn niece: “I mean the last lot that we just had done of the 
baby, (.) my sister - she hasn’t managed to take an awful lot so she wants me to just copy the whole 
lot, you know(?)”.  The transition to digital relieved Kath of some pressure to display prints in her 
cabinet; emphasis seemed to be placed on distribution over home display. 
Personal versus family photos 
Kath considered all of her personal photos, including photos captured pre-children such as a photo 
from her hen night, to be “family things” that she ‘curates’.  She reiterated her role as arbiter of 
family photo management throughout the interviews.  At the same time she let her children manage 
their personal photos, indicating positive trust relations between the generations: “obviously, if they 
take photos of their – their friends, and Laura takes – then they’re up to them, you know(?), they 
keep them in their room and that”.  She only mediated where processing costs were involved as in 
the example above.  Here her role was a ‘supporting’ rather than a ‘monitoring’ one.  In this way, a 
clear distinction between family and personal (teen) photos was made: “with their friends’ ones, then 
it’s obviously up to them which ones they delete, or they keep”; “normally, it’s, erm - family ones 
and things like that I tend to, erm - I just tend to look at and say ‘Okay, we’ll keep them’ and we’ll 
get them done”. Kath assumed responsibility for managing and distributing ‘family ones’, but she 
made it clear that the process still involved her children.  She called upon her teens to assist in the 
use of desktop tools, giving an example of Michael helping her distribute photos to his grandmother: 
“sometimes my mum comes and she says: ‘Oh, there’s one of the six grand-children there: I like 
that!’, and he’ll [Michael] blow it up for her and she can take that, you know(?)”.  Michael described 
how the household’s photos are nowadays stored in a digital format: “now you do it all on disc and 
everything, don’t ya, so now we just keep’em all on disc and then If anyone wants a copy of it we 
just take copies, you know(?)”  When talking about digital photowork, Michael was seen to 
demonstrate greater personal confidence. 
Kath's ‘voice’ was dominant in all of the interviews and she frequently spoke for Michael.  But photos 
were clearly very important to Michael: ““If you take them then you must’ve taken them for a 
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reason”.  He mostly found the words to express their importance via his mother’s prompts.  Here is an 
example of one of Kath's prompts: “[To Michael:] I think what you was trying to get at was that you’d 
been with them [points to photo]”. 
Appendix H(08): Hisako & Julie, Household Eight 
 
Figure H15: (a) Hisako’s response to task three; (b) Julie with her sisters. 
Hisako lived with her husband, Paul, and their daughters Julie and Amy.  Their eldest daughter, Liz, 
had moved away from home. Hisako is Chinese and the only participant in the sample whose 
nationality is not British, although she had lived in the UK for over 25 years.  Hisako worked part-time 
as an administrator.  Hers and Julie's accounts feature participation in family, and inclusiveness.  
Both participants seemed self-conscious about how they were portrayed to others.  Hisako claimed 
that her self-presentation to the researcher was “transparent”: “in my life, there’s no real secret”.  
Nevertheless, she was careful to coordinate her home displays to communicate a particular portrayal 
of herself and her family.  More than the other parents, Hisako dominated the dyadic discussion in 
Part Three, especially during task of creating a portrait of family.  But Julie was assertive throughout 
and challenged her mother, especially about where their hypothetical family portrait should be 
displayed. 
Personal Modesty 
Hisako was seen to assume responsibility for managing photos and their display on behalf of her 
household.  Both Hisako and her daughter Julie showed personal modesty at interview and believed 
that the communal spaces of home should represent ‘family’ rather than individuals.  From the 
outset, Hisako conveyed her personal modesty, via her lack of concern about displays of material gain 
and in terms of her duty to her household.  Her modesty was also expressed through her apparent 
disregard for the representation of physical beauty in her home.  Her response to task three was more 
about identifying youth rather than beauty (Fig. H15a): “I thought ‘Okay, Graduation photos’ – yeah, 
I'm quite proud of it - it's not being beautiful, it's just that I like being that age, cause you've just 
finished college and you've got hope and all that in front of you”.  In fact, Hisako seemed to equate 
the notion of ‘beautiful photos’ and their display with exhibitionism.  In further reference to figure 
H15a, she added: “I didn't want any one blown up, cause they took a few of them and I just kept 
them in a book - and they said ‘Which one did you want blown up?’ and I said none of them”.  At 
various times during her interview, she expressed her preference for album display, along with her 
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reluctance to display photos ambiently around her home: “I'm like that: most things are kept in an 
album”; adding “I'm not one of these people that puts things out”.  
 
Figure H16: (a) A table displaying framed portraits ; (b) A shelving unit displaying awards. 
With one exception, there were no portrait photos of household members on home display.  There 
were a number of photos capturing household members together on display, though: in the living 
room there is a table with two framed photos capturing Hisako with her husband Paul, a family photo 
capturing the household altogether, and two framed portraits of Hisako's late mother (Fig. H16b).  
Only one of these photos, (a portrait of Hisako's mother), was drawn upon in the task responses.  For 
most tasks, photos were sourced from albums. Hisako's favourite home display was her wedding 
photo, but this is wall-mounted in the private space of her bedroom.   Similarly, Julie displayed 
personal photos in her bedroom and distinguished them from family representations. 
Julie showed personal modesty throughout her account.  At times this was observed as self-
effacement: “I never get good photos… I never like pictures of myself”. She isn’t keen to display 
portrait shots of herself and as a result wasn’t happy for the researcher to document her responses to 
tasks three and four.  But Julie's modesty is interpreted as self-awareness and social awareness, 
rather than a lack of self-worth. This was played out as she portrayed herself in relation to the other 
members of her household, conveying how the household members participated in each others’ lives. 
For example, there were numerous instances in which Julie talked about the experiences and 
achievements of her siblings in relation to her own personal narrative. 
Family over self at home 
Julie presented herself as part of her family in response to many of the tasks.  She didn’t like the 
idea of putting her personal photos on home display because, to her, home display was about 
representing family: “I think the display of my photos ~ I don’t think I’d put that in the house, (…) 
unless it was my own house”.  She added: “I like pictures where it can relate to everyone”.  When 
talking about home display, she focussed on family relations and how her sisters’ achievements define 
her household ~ and inspire her.  She highlighted the personal significance of a cabinet display that 
represented family achievements and shared experiences (Fig. H16b): “It's got some family photos, 
trophies, just little things that I've made, and, like, Amy’s made and Liz has made … and then Mum's 
work is on there as well”.  She adds later that this display ‘expresses the meaning of family’ for her 
“cause everyone’s there ~ everyone’s got a little thing on there”.  
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By contrast, Hisako deliberately excluded this display, as well as other displays of her children’s 
trophies and artworks, from her presentations of self and family to the researcher.  By doing so, she 
meant to communicate a particular set of values at interview: in the dyadic discussion, she made it 
clear to both Julie and the researcher that, for her, people are defined by their relationship to other 
people, not by some material measure of success; she is ‘proud’ of her children’s achievements and 
‘likes’ the trophies, but “they’re not essential”: “(c)ause I've got photograph(s) of, like, Liz being in a 
magazine and I thought: "No, cause I'd love her just the same if she'd done none of that" and then you 
can't really measure your own children's achievements to that”.  Home displays were to represent 
family relationships rather than personal achievements.  When asked to describe a home display that 
‘made her feel part of her family’ (task 12) she referred to her dining room and showed a number of 
photos capturing social events that have taken place in it: “I’m a people person”; “I’m not a thing 
person”; “I’m not a material person”.  This narrative, presented at interview, was seen to 
communicate something different to what the home displays communicate though: the researcher 
viewed the shelving unit of figure H16b as a prominent feature in the home’s artefactual ecology. 
Hisako expressed a sense of moral duty to her household over an expression of self. Photos 
communicated the significance of relationships and the unity of family, including wider family; 
reproducing the family’s Chinese heritage was particularly important. Julie voiced this too. 
Commemorating family 
The commemorative function of photos really shone through in the participants’ accounts.  This may 
be related to the household’s engagement with Chinese culture.  Hisako described the way in which 
the legacy of her father, who recently passed away, was commemorated through photo displays and 
photo-talk.  Photos were used as memory triggers, visible reminders of people. Hisako related the 
deleting of photos to forgetting and denial and refers to her Chinese national history to express the 
importance of photographic memory: “the Chinese people – they want to destroy all the colonial 
building(s) and memorials in Hong Kong, but I still think it is wrong cause it’s … part of my life”. 
Linked to this, both Hisako and Julie described how photos perpetuated a sense of collective identity 
across the generations.  This was observed in albums but also in an ambient sense. Hisako referred to 
a photo of her late mother, displayed prominently in a picture frame, (see figure H16a).  The story 
surrounding the photo’s capture rendered it particularly significant: “It’s my mum’s first photograph 
for my dad”. Julie expressed interest in her grandmother and with the story attached to the photo. 
She self-identified with the photo’s referent: “you never really think of your grandparents as like you 
were when they were your age, so (…) it’s  - it’s just nice to think that – it’s quite strange [laughs] 
that they were once sixteen as well”. Julie noted the physiognomic resemblance as well as a 
revelatory sense of shared experience and familial closeness.  This sense of genealogical 
identification was apparent elsewhere.  In response to task six, Hisako expressed surprise at the 
physiological similarity between a baby photo of her eldest daughter, Liz, and one of herself.  
Familial closeness was felt by juxtaposing the referents and, in the dyadic interview, Hisako extended 
this phenomenon to daughters Julie and Amy as well: “I’m surprised how you’re like me”.  Again, in 
reference to this photo, she felt the need to make explicit her lack of concern for physical beauty: 
“I'm not one of these fussy mums that's like - need a beautiful photograph, I just need - you know, a 
record (.) of it”; adding “It's only a little photograph, not a big one”.  The small print size of the 
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photo symbolised her desire to commemorate this event without ostentation or the reification of 
images. 
Appendix H(09): Summary of Initial Findings 
Appendix H documents the case-by-case analysis of Study One in greater detail than is represented in 
the main body of the thesis. The process of analysing the data using IPA made visible the relationships 
and experiences that were peculiar to each household and each person, as well patterns and 
similarities that existed across households.  Four common themes emerged from the analysis, 
representative of the similarities.  These are discussed in full in Chapter Eight.  Whilst these common 
themes represent highly significant phenomena found across participants' accounts, they are very 
much nuanced by differences and contradictions.  A full summary of these initial findings is presented 
in Chapter Seven of the thesis. 
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Appendix I: Additional Concept Design Sketches 
Appendix I(01): Coloured Sketches of Phototimer Concept 
 
 
Phototimer is a wall-mounted display comprising a light box and a household timer. Set a time for the 
light box to illuminate an encased photo. 
Appendix I(02): Coloured Sketches of Photomirror Concept 
Here are four sketches showing variations on Photomirror that were posted on the blog.  Mirror-like 
qualities produce ephemeral mosaics of digital photos on a wall-mounted screen. 
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Appendix J: Videos of Working Prototypes 
Appendix J(01) Prototype of Photoswitch in Use 
Please find a video, demonstrating Photoswitch in use, on the enclosed CD, entitled 
Appendix_J01.mp4. 
Appendix J(02) Prototype of Photoillume in Use 
Please find a video  demonstrating Photoillume in use, on the enclosed CD, entitled 
Appendix_J02.mp4. 
Appendix J(03) Prototype of Photomesh in Use 
Please find a video, demonstrating Photomesh in use, on the enclosed CD, entitled 
Appendix_J03.mp4. 
Appendix J(04) Photoillume & Photomesh Networked 
Please find a video, demonstrating Photoillume networked to Photomesh, on the enclosed CD, 
entitled Appendix_J04.mp4.  Specifically, the video shows a photo being ‘removed’ from display on 
Photoillume and consequentially appearing in view on Photomesh.  This functionality was configured 
for demonstration at a conference (CHI 2008). 
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Appendix K: Study Two Part Two Interview Schedule 
1. “Let’s discuss your experience of this photo display device in your home. 
Tell me about your feelings towards the display of photos on the device. 
Did you notice any pattern with how the photos were displayed? 
[In some cases, the researcher shows participants a selection of chronologically organised sensor 
data, illustrating use, as a prompt for discussion about/ reflection on use.] 
2. How did you feel about photos that you particularly liked being removed from display and replaced 
by others? 
3. How did you feel about anyone being able to change the photo displayed on the device? 
4. How did you feel about the photos that you chose being displayed together in this particular place 
in your home? 
5. Imagine you could have a number of these devices in different places in your home.  How would 
you feel about that?   
6. How would you choose photos for display in those different places? 
7. How would you feel about these displays being networked to one family photo collection?  [Prompt: 
In this scenario the devices would only display photos from a centralised archive.]” 
The researcher shows participants their response to Study One task number PPTH_3_3 – ‘Collectively 
choose six photos to create a portrait of your family’, in the form of a printout of photos and their 
arrangement. 
8. “Let’s discuss the ‘family portrait’ that your created last time we met. What are your feelings 
towards your selection of photos now? [Prompt: Do you feel that these photos portray your family?]” 
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Appendix L: Study Two Risk Assessment 
‘Research activity involves direct contact with participants and primary data collection the context of 
their homes, which may present potential risk to both participants and the researcher. 
Risks to participants are considered to be minimal, although it is acknowledged that: questions 
relating to family relationships are to be presented and managed with professional integrity and 
sensitivity; and the use of photographs in the activity presents a potential threat to confidentiality.  
No perceived risk is presented by the functionality of the novel display frame as it has been designed 
for this specific context of use and been subjected to usability testing with a representative sample. 
Risks to the researcher are considered to be minimal, although it is acknowledged that some 
participants may take a confrontational stance, which should be discouraged and, in its unlikely 
event, controlled using professional strategies. 
Measures taken to minimise risk follow.  A positive rapport has already been established between the 
participants and the researcher because the participants have previously taken part in a study for the 
PhD project.  Also, the snowballing sampling technique originally produced participants who had been 
recommended.  Participants are set tasks to respond to in their own time; they are given a novel 
technology to engage with in their own time; and interviews to discuss responses to these stimuli are 
to be conducted on a separate occasion, which reduces the possibility of a strong reaction in the 
researcher's presence.  In advance of visiting a participating household, the researcher will inform a 
friend or family member of the household’s address, the time and duration of the visit and agree to 
make a telephone call upon its completion, to notify of their safety.  Data collected from each 
participant will not be shared with other members of the participating household, without the 
participant’s prior and informed consent. 
There is no specific source of threat or discomfort from the research subject area.  However, in the 
unlikely event of an adverse effect, the researcher will make it clear to participants that they will 
report concerns of participant safety, in order to facilitate appropriate professional support, 
depending upon what the effect relates to. 
The display technology has been extensively tested by Microsoft Research and University of Surrey in 
the context of its proposed deployment for (i) participant safety and (ii) participant usability.  
Microsoft Research Ltd provides indemnity against damage to the display technology, as confirmed in 
the accompanying letter provided by Dr Abigail Sellen, Microsoft Research Ltd.’ 
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Appendix M: Stimulus Film for Study Two 
Please find a video, documenting the stimulus film, on the enclosed CD, entitled Appendix_M.mp4. 
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Appendix N: Screenshots of Photoswitch Data Log 
Appendix N(01): Data Captured from Photoswitch Sensors 
 
Figure N1: (a) Screen shot showing avi formatted video files and jpeg formatted image files, generated by the 
Photoswitch sensor mechanisms during a deployment; (b) Screen shot showing the Sensor Data Log, labelled PSLog, 
generated as a text file alongside the visual data. 
Appendix N(02): Extract of Photoswitch Data Log 
 
Figure N2: Extract of sensor data from Photoswitch, automatically captured & documented in a file named 'PSLog'. 
Figure N2 shows an extract of the sensor data log from Household One (the Photoswitch account), 
showing the formatting of information, the nature of which can be explained.  Consider the top line 
of text.  This line of text describes the changing position of the sliding door at a given instance of 
handling/ use.  In this instance, the door is moved by someone, from its position covering the left-
hand region of Photoswitch to cover the right-hand region, expressed in the text as 'Left_To_Right'.  
Next, the date and time of the action are provided: 23rd August 2007, at 21.19 (and 30 seconds).  The 
time that is logged includes seconds because, in some instances, the door is moved more than once 
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within the timeframe of a minute.  Next, the name of the photo on the left and right regions are 
given.  In this case, a photo entitled 'GS_O1.jpg' is exposed on the left-hand region as the door is 
moved to cover the right-hand region.  On the right-hand region, the photo entitled 'TF_01.jpg' is 
covered by the door.  Finally, the brightness of the photo at the time of the action is recorded.  
Whilst 'GS_O1.jpg' is at full brightness, with a maximum value of 255 - 0 being the minimum, 
'TF_O1.jpg' is slightly less bright, at 235.  In terms of description, the level of brightness is equivalent 
to the degree to which a photo has faded as a result of door activity.  This information becomes more 
relevant in the context of a number of data entries.  This is because it gives the researcher a sense of 
what the people using the device see when they encounter it, in terms of how bright the photo on 
display is.  
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Appendix O: Household Case Summaries, Study Two 
The researcher’s engagement with Study Two interview accounts are documented in overview, 
household by household.  The initial coding procedure was the same as that depicted in Appendix F.   
The content of this appendix extends that which is presented in the main body of the thesis. The 
content chosen for display on Photoswitch is presented, in order to familiarise the reader with 
particular photos as they are referred to in the analysis that follows.  Descriptions of photos' referents 
are also provided, as interpreted by the researcher.  It is important to keep in mind that the visible 
content of each photo is only significant in terms of how it was made meaningful by people at 
interview.   
Following descriptions of content, the 'Photoswitch account' of each deployment is described in 
overview.  That is, people's use of Photoswitch as captured by its sensor mechanisms is described.  
This focuses on details concerning people's general use of the device, such as: who was seen to use 
Photoswitch and when; and which photo displays had relatively long and short durations. 
Appendix O(01) Photoswitch with Yvonne & Cat 
Selected Content 
First, participants’ responses to the Content Selection Task (Part One) are depicted. 
 
Figure: O01 Yvonne's response to FP2_1: ‘(i) Select six digital photographs that portray yourself. 
Figure O01 shows the content that Yvonne chose to portray Self.  Note that she has chosen seven 
photos rather than six.  Interestingly, Yvonne included what might be described as a 'familial' 
representation, referenced in the figure as 'FP2_PPTH1_GS_1'.  This is the 'Safari photo' of Study One, 
was selected in the previous study to represent 'an ideal portrayal of family', showing 'the family 
doing something together'.  In Study One, Yvonne described this photo as being very conventional, 
whilst, at the same time expressing the personal significance of convention and how she was very 
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much defined by being part of her family.  It is perhaps not surprising, then, that she chose the photo 
again for this collection.  'FP2_PPTH1_GS_6' is another family photo, whilst 'FP2_PPTH1_GS_3' 
captures Yvonne's husband and eldest daughter Cat. 
In Study One, Yvonne also described herself as a 'hobbyist' photographer who enjoys taking landscape 
photos devoid of people.  This might make sense of her inclusion of landscape and wildlife photos in 
Study Two ('FP2_PPTH1_GS_2', 'FP2_PPTH1_GS_4').  She also included a photo of herself with her 
husband ('FP2_PPTH1_GS_5), and herself with a personal friend ('FP2_PPTH1_GS_7).  All of the photos 
appear to have been carefully composed; and all the referents are formally posing at capture. 
 
Figure O02: Yvonne's response to FP2_1: ‘(i) Select six digital photographs that portray your family’. 
Figure O02 shows the content that Yvonne chose to portray her family.  There is a photo, which could 
be described as artistic and posed, capturing Yvonne with her two daughters 'FP2_PPTH1_GF_4'.  Four 
of her selections depict her children: with her ('FP2_PPTH1_GF_2'), with each other 
('FP2_PPTH1_GF_3'), with their father ('FP2_PPTH1_GF_5', and with a friend ('FP2_PPTH1_GF_1').  The 
family cat is also represented ('FP2_PPTH1_GF_6').  Again, all of the photos appear to have been 
carefully composed, with all the referents formally posing at capture.  
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Figure O03: Cat’s response to FP2_1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O03 shows the content that Cat chose to portray Self.  She is depicted with her friends in four 
of the six photos ('FP2_PPTH1_TS_1', 'FP2_PPTH1_TS_2', 'FP2_PPTH1_TS_5' and 'FP2_PPTH1_TS_6'. Two 
portrait photos of herself were included ('FP2_PPTH1_TS_3', FP2_PPTH1_TS_4').  All of the photos’ 
content seems carefully composed and, in all but one (TS_3), the referents were posing at capture. 
 
Figure O04: Cat’s response to FP2_1: ‘(i) Select six digital photographs that portray your family’. 
Finally, Figure O04 depicts the content that Cat chose to portray Family.  One of the photos selected 
for Study One was included in this collection, referenced above as 'FP2_PPTH1_TF_4'.  Cat used this 
photo previously to 'represent an ideal portrayal of her family'.  She also included photos capturing 
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the following referents: Her father with a relative ('FP2_PPTH1_TF_1'); her with her mother and 
father ('FP2_PPTH1_TF_2'); her father with her sister ('FP2_PPTH1_TF_5'); and her with her father 
('FP2_PPTH1_TF_6'). 
Photoswitch account 
 
Figure O05: (a) Cat changing the Photoswitch display; (b) Marcia changing the display again five hours later. 
According to the data log, the household moved the Photoswitch door 227 times over the course of 
the deployment.  An initial reading of the sensor data captured on Photoswitch indicates that the 
device was used on almost every day of the deployment, with the exception of a weeklong period 
when the household was away from their home.   
Video data indicates that the device was used with almost equal frequency by Yvonne, Cat and 
Marcia, although Yvonne moved the door at least 70 times and more than anyone else, (38% usage).  
On the first day of the deployment (in the evening), Yvonne was the only one to use it and did so at 
least 20 times.  The device was then not used for four days, then used heavily by Yvonne.  Other 
household members were not seen to use it until eight days into the deployment, although there were 
occasions of use when environs were too dark to produce intelligible video data.  Cat was seen to 
move the door at least 50 times during the deployment (27% usage), and Marcia 42 times (23% usage).  
Yvonne's husband was seemingly not captured using the device at any point, although is often present 
in the room at the time it is used, and was seen to occasionally watch Yvonne and others using it.  
Friends and relatives used it at least 20 times (10% usage).  There were no particular days on which 
Photoswitch was used more than others; it was used with equal frequency during the week as it was 
at the weekend.  Yvonne was at home during the day and the deployment also spanned the children’s' 
summer holiday from school, which may explain this.  It was used most heavily during the evenings 
(up to and past midnight) and least early in the mornings.   
Dyadic interview 
Marcia voluntarily joined the Part Two interview because she was enthusiastic to talk about her own 
experience of Photoswitch.  As documented above, sensor data depicted Marcia using Photoswitch for 
23 per cent of the identifiable occasions of use.  So although her participation at interview wasn’t in-
keeping with the study design, the researcher considered it worthwhile. 
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Revisiting Study One 
Next follows a description of participants’ responses to question eight in the Part Two interview 
(FP2_2_8): “Let’s discuss the ‘family portrait’ that your created last time we met”; “What are your 
feelings towards your selection of photos now?” Figure O6 shows participants’ responses. 
 
 
Figure O06: Household One's response to task 3.3 in Study One: 'Collectively create a portrait of family'.  This 
visual representation was shown to the participants at interview in Study Two. 
Described here are exchanges that the researcher deemed significant for the study, on the changed 
meaning of various photos for the participants.  Cat said that she no longer liked the 'ostrich photo', 
which was previously presented as ‘a photo that makes her feel inspired’.  Marcia, who was not 
present for the Study One interviews, exclaimed upon noticing the inclusion of the infamous 'shower 
photo' (Yvonne’s task four response), asking Cat and Yvonne why they included it.  In this instance, 
she took the print-out from the table and had a play-fight with Cat, who tried to take it back from 
her.  The researcher asked Marcia what she would do if the 'shower photo' came onto Photoswitch.  
Yvonne described how the photo wouldn't go on display “for the next ten years” because the event 
was 'too recent'.  Talking through the portrait proved significant for later in the interview, when the 
shower photo was brought up in relation to the kinds of photos that the family might show in the 
bathroom, such as 'jokey ones'. 
Something else worth noting is the way in which the mother-daughter power dynamics had shifted 
since the accounts produced in Study One.  Cat was much more explicit with her mother about editing 
'family photos' on the computer; and Yvonne was more aware of this activity. 
Yv:	  I	  take	  the	  family	  photos.	  =	  
Ca:	  =	  She’s	  the	  photographer	  of	  the	  family.	  =	  	  
Yv:	  =	  So,	  yes.	  =	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Ca:	  =	  I	  go	  through	  and	  pilfer	  them.	  =	  
Yv:	  =	  [to	  Cat:]	  Cause	  it’s	  a	  hobby.	  	  So	  she	  [Cat]	  goes	  in	  and	  takes	  them	  out	  of	  there	  (.)	  and	  moves	  
them	  to	  other	  places	  and	  I	  say	  ‘Have	  you	  been	  into	  my	  photos’	  (and	  she	  says)	  ‘No,	  no’.	  
Ca:	  [Laughs.]	  
Yvonne seemed accepting of Cat's desktop activities, as if allowing her increasing autonomy in her 
‘coming of age’. 
Initial themes 
 
Figure O07: Photos of Marcia and Cat using Photoswitch, captured by Yvonne. 
This section documents initial themes that emerged from coding the dyadic interview with Yvonne, 
Cat and Marcia (Part Three).  Marcia offered an alternative perspective on the deployment, as 
someone who hadn’t selected any photos for display on the device, and who didn’t have effective 
'ownership' of a display region.  The value of her voice on Photoswitch use (Fig. O07) is demonstrated 
in the excerpts that follow. 
Photoswitch afforded multiple views of family 
Photoswitch was used to see different ‘views’ of family between members, and different stories. 
Ma:	  Well,	  it’s	  quite	  nice	  to	  see	  the	  difference	  between	  other	  people’s	  views	  and	  then	  you...	  	  It’s	  like:	  
on	   one	   side	   there’ll	   (.)	   be	   a	   bridesmaid	   and,	   sort-­‐of,	   you	   think	   ‘Oh	   family’s	   all	   happy	   joyful	  
occasions’;	  and	  on	  the	  other	  you	  see,	  sort-­‐of,	  peaceful	  sides	  =	  
Yv:	  =	  Cat's	  rave	  party.	  =	  
Being able to change displays enabled a number of photos, and stories, to get an 'airing' at a single 
site.  Note that, in this excerpt, Yvonne responded to Marcia's comment with an example of a photo, 
Cat's 'rave party photo', which was 'viewed' differently by herself and Cat. 
The significance of the 'rave party photo' was linked to its audience. 
Yv:	  [To	  Marcia:]	  And	  it	  goes	  public	  and	  personal.	  	  ...	  	  [To	  Cat:]	  Like	  I	  was	  thinking	  your	  -­‐	  your	  party	  
one	   is	  a	   side	  of	  you	   that	   the	   family	  doesn’t	   share	   in.	   	  So	   that’s	  one	  of	   the	  ones,	  of	   course,	   that	   I	  
don’t	  like	  as	  much	  ...	  and	  I’d	  rather	  see	  one	  (.)	  that	  connected	  in	  a	  different	  way.	  
Ca:	  Hum,	  yeah,	   there	  are	   loads	  of	  photos	   I	  didn’t	  put	  on	  cause	  I	  didn’t	   -­‐	   it’s	  completely	  separate	  
from	  my	  home	  life.	  
Yvonne flagged the rave party photo as contentious, questioning its appropriateness for display in the 
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CXXX 
communal and relatively public space of the kitchen.  Cat sympathised with her mother. 
The presentation of family to household visitors prompted the participants to distinguish content for 
public versus personal display, and for attributing relative value upon displays. 
Yv:	  I	  make	  sure	  it’s	  on	  one	  that	  I	  like	  for	  Book	  Group:	  you	  know.	  ...	  [To	  Cat	  and	  Marcia:]	  I	  had	  it	  on	  
that	  nice	  one	  of	  you	  two	  ...	  at	  Bovey	  Castle.	  	  …	  	  Yes:	  show	  my	  daughters	  in	  a	  good	  light!	  
Photoswitch displays were changed for particular contexts and audiences, to meet the social and 
moral expectations of others.  As a general observation, changing the photo on display was seen to be 
part of a triaging process. 
Photos were triaged on Photoswitch 
At interview, Yvonne and Cat attributed relative values to the photos on display (e.g. ‘good’; ‘dull’; 
‘best’). 
Ca:	  I	  do	  find	  myself	  thinking	  ‘Oh	  that	  one’s	  boring’	  and	  moving	  it	  across	  and	  thinking	  ‘No,	  back	  to	  
that	  one	  again’	  [points	  to	  current	  Photoswitch	  display].	  
Yvonne said that creating a collection of six photos for display on Photoswitch was a ‘hard’ task, 
because there were so many she wanted to show, but also expressed that making choices - i.e. 
triaging - ‘is good’.  Value judgments were voiced and discussed within the household whilst 
Photoswitch was being used. 
Yv:	  (T)here	  were	  a	  couple	  of	  times	  as	  it’s	  been	  there	  I’ve	  thought	  ‘I	  definitely	  have	  my	  favourites	  of	  
my	  ones	  on	  there	  that	  I	  like	  being	  on	  [laughs]	  and	  I	  won’t	  move	  (.)	  the	  door	  if	  one	  of	  my	  favourite	  
ones	  is	  on	  there’	  [smiles],	  (.)	  and	  then	  of	  course	  Cat	  will	  come	  and	  move	  it	  or	  Marcia	  will	  move	  it	  
or	   someone	  else	  will	  move	   it	   and	   I’ll	   -­‐	   I’ll	   then	   try	  and	  move	  back	   to	   see	   if	  mine’s	   still	  on	   there	  
[laughs]	  -­‐	  on	  the	  other	  side.	  
Ca:	  (...)	  	  I	  do	  have	  my	  favourites	  and	  I’ll	  keep	  moving	  it	  and	  when	  it’s	  -­‐	  [to	  Yvonne:]	  when	  I	  move	  it	  
to	  one	  that’s	  one	  of	  yours,	  which	  is	  like	  a	  landscape	  or	  something,	  then	  I’ll	  change	  it	  back	  to	  mine.	  	  
Yvonne and Cat had their ‘favourites’ within the two Photoswitch collections.  Favourites weren’t 
necessarily their personal selections.  For example, the 'Bovey Castle photo' that Yvonne showed at 
Book Club was originally selected by Cat for her family collection.   
Photo-talk with the display also established mutual understanding between the participants.  Yvonne 
and Cat established a shared favourite whilst using Photoswitch at interview. 
Yv:	  I’m	  going	  to	  change	  it	  so	  we	  can	  just	  see!	  	  [Gets	  up	  and	  slides	  door	  on	  Photoswitch.]	  
Ca:	  Oh	  I	  like	  that	  one!	  
Yv:	   See!	   	   You	   love	   that	   one	   and	   I	   -­‐	  we	   all	   -­‐	   it	   stays	   on	   the	   bridesmaid	   one	   of	   you	   and	  my	   god-­‐
daughter	  a	  lot.	  …	  So,	  we	  like	  that	  one.	  
 
Further to this, the sliding door interface gave the triaging process a performative dimension that 
helped foster interpersonal communication. 
Yv:	  =	  It’s	  time	  to	  change	  it	  again.	  [Yvonne	  walks	  over	  to	  Photoswitch.]	  	  There	  we	  go.	  
Ca:	  If	  it’s	  not	  good	  switch	  it	  back	  really	  fast.	  
People worked with the device’s functionality and its automated behaviours to coordinate triaging in 
Photoswitch use, as well as the general handling of the device.  In the excerpt above, Yvonne 
acknowledged the 'time' that it took for a photo to fade behind the door.  Cat responded to this with 
a call to action that acknowledged the automated features. 
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Power relations were constructed around use 
Note in the previous excerpt that, in Yvonne's view, 'family photos' seemed to have greater 
significance than personal photos for Photoswitch display.  This is drawn from her comment about 'all 
the essential members of the family' being referents.  Elsewhere in her account, Yvonne reiterated 
her role as family photographer and curator; she said she managed and edited all photos for display in 
her family home.   
Re:	  Do	  you	  have	  a	  collection	  of	  family	  photos	  or	  not?	  
Ca:	  =	  Yeah,	  [to	  Yvonne:]	  yours.	  
Yv:	  Yeah,	  cause	  I	  take	  the	  family	  photos.	  
Significantly, Yvonne assumed sole ownership of family photos. 
Yv:	   I	  mean,	   in	  one	  sense,	  I	   (.)	   feel	   I	  own	   the	  photos	  because	   I	   took	  (.)	  95	  percent	  of	   them	  and	  I	  
delete	  ones	  I	  don’t	  like.	  
Ca:	  Hum,	  even	  if	  I	  like	  them.	  
By extension, she considered Photoswitch to be a 'family display' device that she managed content 
for. 
Yv:	  (B)y	  the	  time	  you	  put	  something	  on	  the	  family	  display	  -­‐	  onto	  there	  -­‐	  you’ve	  already	  got	  rid	  of	  
the	  ones	  that	  you	  hate.	  
She also trivialised potential conflict that might take place using Photoswitch under her curatorship: 
"I don't think there would be an ownership problem".   
The coordination of others' Photoswitch use was partly controlled by members’ observation of the 
domestic order.  Yvonne described how 'only very close family' used Photoswitch during the 
deployment.  This statement is supported by the sensor data. 
Yv:	  (I)t's	  very	  close	  family	  that	  do	  (.)	  only.	  	  It's	  interesting:	  it's	  not	  people	  that	  have	  come	  in	  and	  
are	  occasionally	  looking	  around.	  ...	  	  Even	  if	  they're	  standing	  by	  it	  they	  don't.	  	  	  
Yvonne linked user behaviour to the social expectations of household visitors.  Also related to social 
etiquette, Yvonne questioned the appropriateness of one of Cat's personal photos capturing her with 
her peers, for representing family to others. 
Yv:	  I’d	  rather	  see	  one	  (.)	  that	  connected	  in	  a	  different	  way.	  
Ca:	  Hum,	  yeah,	   there	  are	   loads	  of	  photos	   I	  didn’t	  put	  on	  cause	  I	  didn’t	   -­‐	   it’s	  completely	  separate	  
from	  my	  home	  life.	  
Hence, Cat and Yvonne expressed tensions surrounding self and family presentation in the curatorial 
domain. 
Despite asserting curatorial control, Yvonne recognised that the ownership of the two photo display 
regions on Photoswitch is significant to both her daughter and herself; Yvonne and Cat could both be 
‘possessive’ about their display region. 
Ca:	  Erm,	  I	  get	  quite	  annoyed	  when	  people	  change	  the	  picture,	  (.)	  sometimes.	  	  Erm,	  like,	  if	  it’s	  one	  
that	  I	  really	  like	  and	  then	  it’s	  changed	  to	  something	  that	  I’m	  not	  so	  keen	  on,	  then	  I	  sort-­‐of	  want	  to	  
take	  it	  back	  [grabbing	  gesture]!	  =	  
Yv:	  =	  [To	  Cat:]	  So	  there’s	  quite	  a	  bit	  of	  ownership?	  
Ca:	  Yeah.	  	  I	  like	  it	  when	  it’s	  on	  my	  side.	  
Yv:	  So	  we’d	  almost	  like	  one	  where	  we	  could	  have	  four	  so	  we	  could	  keep	  having	  our	  own	  ones	  and	  
we	  could	  change	  our	  own	  one	  when	  we	  felt	  like	  it	  [smiles].	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CXXXII 
Yvonne advocated an interface with a display region for each household member. What is more, she 
suggested that each region could be changed autonomously by the member that owned it, without 
affecting others' regions.  As curator, Yvonne seemed to contradict herself, here.  It could be that, 
underlying her comment, was an assumption that content made available to show on these regions 
would be curated by herself (via, perhaps, her use of 'privacy blockers').  That is, perhaps she 
assumed she would arbitrate over what content gets selected for 'family display' in advance of it 
being made available:  "they would be the photos that I'd be happy to have seen anyway".  
Alternatively, it could be that Yvonne was expressing two different voices in her account, one that 
represented 'familial democracy', and another that represented curatorial control. 
Photoswitch was used to brainstorm design ideas 
The household referred to the device's functionality to articulate needs and desires from photo 
display interfaces in general.  The previous excerpt illustrates the value of the deployment for getting 
participants to speculate on what they might want from a standalone, digital display device.  In the 
excerpt above, for example, Yvonne suggested that an iteration of the Photoswitch interface could 
accommodate multiple display regions simultaneously.  Each member, she suggested, could have 
autonomy over a region of screen 'real estate'.  Her speculations were provoked by Photoswitch's 
functional constraints, including those presented by the sliding door. 
The issue of 'negotiation' was related to that of choice.  Yvonne advocated being able to browse a 
collection when changing the photo on display, and before committing to the removal of a photo from 
display. 
Yv:	   In	   a	   way	   it	   would	   be	   fun	   if	   you	   did	   -­‐	   if	   -­‐	   if	   you	   had	   almost	   four	   along,	   so	   that,	   instead	   of	  
changing	  it	  and	  looking	  at	  one,	  (.)	  you	  could	  whizz	  it	  along	  and	  stop	  it	  on	  the	  one	  you	  wanted	  or	  
something.	  	  
Here, she suggested choosing a photo from a selection of four.  Elsewhere, she advocated a collage 
format. 
Yv:	  (A)	  multiple	  display	  would	  be	  great	  because	  sometimes	  you	  think	  'Well,	  I'd	  like	  to	  know	  what's	  
over	  there	  [points	  to	  Photoswitch	  door],	  but	  I	  really	  don't	  want	  to	  get	  rid	  of	  this	  photo,	  and	  -­‐	  like	  
those	   children's	   toys	   where	   you	   have	   to	   get	   something	   from	   one	   side	   to	   the	   other	   by	   slotting	  
things,	  you	  know?	  -­‐	  slotting	  squares.	  ...	  	  That	  sort	  of	  thing	  that	  had	  multiple	  ones	  would	  be	  fun.	  
Here, Yvonne was referring to Scramble Square puzzles.1 Note that Yvonne's design ideas retained the 
door feature of the interface. 
By mediating the negotiation of photo displays within the family, the door mechanism provoked 
reflection on interface design in other ways, too.  Note in the extract above that Yvonne's idea for 
'slotting squares' drew upon a 'fun' children's toy.  Negotiating what to display between people using 
the constraints afforded by the sliding door was seen to take the form of play, conflict and gaming.   
Yv:	  Could	  be	  a	  source	  of	  -­‐	  of	  -­‐	  of	  either	  conflict	  or	  family	  (.)	  fun,	  you	  know,	  in	  the	  way	  that	  we’ve	  
almost	  had	  games	  with	  it,	  (.)	  in	  a	  sense.	  
Enabling two collections to be on alternate display at one site, the interface prompted the open 
negotiation of displays between members.  This, it seems, sparked many forms of playful engagement 
that fostered discussion and dialogical exchange. In addition, dialogical exchange and negotiation, 
Yvonne and Cat enjoyed the notion of revealing something from behind the door; this 'suspense' was 
                                         
1 http://www.reuters.com/article/pressRelease/idUS150354+28-Apr-2009+BW20090428.  Accessed  18. 06. 2009. 
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CXXXIII 
expressed as ‘compelling’ and 'addictive';  
Yv:	  Yeah,	  I	  want	  to	  go	  and	  see	  what’s	  on	  the	  other	  side	  now.	  	  I’m	  really	  wanting	  to	  go	  and	  (.)	  see	  
what’s	  there	  at	  the	  moment.	  =	  	  
Ca:	  =	  Yeah,	  it	  becomes	  quite	  compelling.	  =	  
Yv:	  It’s	  addictive.	  
	  
The household advocated physical handles for changing the display because they enjoyed the manual 
control that Photoswitch afforded, and its capabilities for direct manipulation. 
Ma:	  It’s	  quite	  nice	  that	  it	  doesn’t	  fade	  away	  if	  you	  don’t	  sort-­‐of	  (.)	  want	  it	  to.	  
Yv:	  …	  	  Yes,	  I	  quite	  like	  it	  not	  changing	  itself.	  
The household described having to, at times, coordinate their manual handling of the device with its 
automated behaviours. 
Yv:	  (W)e	  like	  that	  one,	  (.)	  but	  now	  we've	  gotta	  wait	  for	  the	  light.	  
Ca:	  Oh,	  it's	  gonna	  take	  half	  an	  hour,	  isn't	  it?	  	  
In this instance, they had to wait for the device to do something, before they could manually act on 
it.  The researcher sensed their frustration with this. 
The household made additional points about the interface.  They considered being able to record 
audio messages on the device to associate stories with photos as audio annotations. 
Yv:	  We	  could	  record	  bits	  on	  there.	  
Ma:	  It	  would	  be	  quite	  cool	  if	  you	  could	  record	  yourself.	  =	  
Ca:	  No!	  	  It	  would	  be	  really	  annoying!	  
Ma:	  No,	  no!	  If	  you	  flicked	  it	  on	  to	  the	  picture	  and	  (.)	  -­‐	  so	  you	  think	  'Where	  was	  that	  -­‐	  where	  was	  
that?'	  and	  you	  could	  say	  'Golfing!'	  
Yv:	  'At	  a	  castle!'	  
Ma:	  Or	  you	  could	  pretend	  to	  be	  =	  
Ca:	  'Adjust	  your	  grip!'	  
Ma:	  Just	  say	  one	  thing,	  like	  'Adjust	  your	  grip!',	  and	  =	  
Yv:	  No,	  no,	  no!	   [Yvonne	  puts	  her	  hands	  over	  her	   face.]	   	  You'd	  hate	   it	   too	  cause	  you'd	   say	   'Oh,	   I	  
sound	  so	  silly	  saying	  that',	  or	  something.	  ...	  
Ca:	  'Why	  did	  I	  take	  longer	  when	  I	  said	  "grip",	  I	  sound	  like	  an	  idiot',	  you	  know?	  
In their exchange, the participants raised an interesting set of considerations about the potential 
complexity produced by audio annotations, for coordinating the presentation of self and family within 
the group. 
Yvonne made a point about the ambient noise generated by the fan inside the device: “I think noise is 
something that needs to be (.) just recognised, that you don’t actually want a picture to be  noisy”.  
However, the ambient light generated by the device was not a concern for her or the other members.   
Photoswitch was used to brainstorm locations for displays 
The researcher invited the participants to consider whether or not certain genres of photographic 
content were appropriate for display in certain domestic spaces. 
R:	  If	  you	  could	  send	  photos	  from	  your	  computer	  to	  different	  displays	  in	  the	  house,	  would	  you	  like	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CXXXIV 
that	  to	  be	  quite	  random,	  or	  would	  you	  want	  different	  displays	  in	  different	  spaces?	  
Ca:	  Could	  I	  have	  one	  in	  my	  bedroom	  as	  well?	  
R:	  Well,	  this	  is	  it.	  	  Imagine	  you	  had	  =	  
Yv:	  =	  [to	  Cat:]	  One	  in	  every	  room.	  
R:	  One	  in	  every	  room,	  that's	  right.	  
Ca:	  Okay,	   [laughs]	  well,	   in	   the	  bathroom	   -­‐	   if	   you	   think	  about	   that	  one	   -­‐	  anyone	   is	   gonna	  be	   in	  
there,	  so	  you’d	  want	  something	  very	  …	  	  	  
Yv:	  =	  In	  a	  way	  you'd	  want	  the	  one	  of	  Marcia	  [the	  shower	  photo]	  
Although the researcher painted an imaginary scenario for the participants to consider, Cat and 
Yvonne developed this scenario further as they made sense of the researcher's picture.  They 
imagined having a digital display device in every room of their home.  Cat then attributed certain 
domestic spaces with certain ambience and social function; and considered, by example, the 'kinds' of 
photos that seemed appropriate for display in the bathroom.  In response, Yvonne suggested that the 
contentious shower photo, which she had deemed inappropriate for home display in general, could be 
displayed here.  The researcher took this to imply that different privacy settings could be set for 
displays in different parts of the home. 
Cat brought the ownership of spaces into the discussion in the excerpt above, even though the 
researcher didn’t refer to ownership per se.  Specifically, she wanted a personal display device for 
her bedroom.  This may relate to the way in which familial power relations were tied to different 
places in the home.  As suggested above, and building on the Study One findings, the personal space 
(and relative autonomy) that was afforded to Cat in her bedroom was of great significance to her. 
Ca:	  =	  (I)n	  my	  room	  I'd	  like	  the	  really	  random	  ones	  that	  sort-­‐of	  have	  personal	  meaning	  to	  me.	  
Where Photoswitch was situated was seen to empower or dis-empower the voicing of personal 
narratives.  Privacy issues returned when the researcher probed Cat and Marcia on where they felt 
they could display personal photos at home. 
Ma:	  (S)ome	  people	  you	  don't	  want	  to	  show,	  even	  if	  they're	  quite	  close	  friends	  or	  something.	  =	  
Yv:	  [To	  Cat:]	  So	  it's	  possible	  that	  you'd	  want	  an	  off	  button	  on	  the	  one	  in	  your	  bedroom?	  
Ca:	  Or,	  like,	  a	  private	  button	  or	  something.	  
Hence, the significance of place seemed to be tied to privacy boundaries between individual family 
members. 
Summary of initial findings 
In sum, the deployment of Photoswitch in Household One showed the following phenomena.  
Participants demonstrated their desire to change photographic representations of family. Photo 
displays were triaged (i) when selecting photos for display on Photoswitch and (ii) whilst photos were 
on display on Photoswitch. Familial power relations were constructed around Photoswitch use.  
Photoswitch was found to be a useful tool for brainstorming interface design ideas for situated display 
technologies.  Moreover, Photoswitch was found to be a useful tool for thinking about how to situate 
digital photo displays in different locations in the family home.  
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Appendix O(02) Photoswitch with Sue & Michelle 
Selected Content 
In this section, photos' referents are described. 
 
Figure O08: Sue's response to FP2_1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O08 shows the content that Sue chose to portray Self.  All of these personal photos capture 
Zimbabwe.  Four photos depict Sue with her friends ('FP2_PPTH2_GS_1', 'FP2_PPTH2_GS_3', 
'FP2_PPTH2_GS_4' and 'FP2_PPTH2_GS_6') and the rest capture her friends.  Note that no photos of 
family were included. 
 
Figure O09: Sue's response to FP2_1: ‘(i) Select six digital photographs that portray your family. 
Figure O09 shows photos that Sue chose to portray Family.  Five of the photos capture members of 
Sue's household in Zimbabwe.  'FP2_PPTH2_GF_1' captures Sue's mother. 
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Figure P10: Michelle's response to FP2_1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O10 shows the content that Michelle chose to portray Self.  All of the photos capture Michelle.  
Two of the photos capture Michelle in Zimbabwe ('FP2_PPTH2_TS_1', 'FP2_PPTH2_TS_6''. 
'FP2_PPTH2_TS_2'  captures Michelle singing on stage. 'FP2_PPTH2_TS_4' captures Michelle with her 
boyfriend of the time, Theo.  'FP2_PPTH2_TS_5' captures Michelle with a friend. 
 
Figure O11: Michelle's response to FP2_1: ‘(i) Select six digital photographs that portray your family. 
Figure O11 shows the photos that Michelle chose to portray Family.  Note that she included seven 
photos, rather than six.  All of the photos capture her family in Zimbabwe, which is indicative of the 
significance of the African experiences to both her and her family.  Five of the seven photos capture 
Michelle with her sisters ('FP2_PPTH2_TF_1', 'FP2_PPTH2_TF_2', 'FP2_PPTH2_TF_4', 'FP2_PPTH2_TF_6' 
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CXXXVII 
and 'FP2_PPTH2_TF_7'.  The remaining photos capture family friends. 
Photoswitch account 
 
Figure O12: A selection of stills from video footage captured during Photoswitch deployment in PPTH2. 
The sensor data log from Household Two showed that Photoswitch was used on every day of the 
deployment, with the exception of 14th February.  The device was used most heavily on the first day 
and then fairly regularly after that.  On Friday 15th, the device stopped being used (for the reasons 
outlined above).   
Video data from the web-cam showed that, over the course of the deployment: Michelle moved the 
door 23 times out of 50, which equalled 46% usage; her younger sisters moved the door 15 times (30% 
usage); her sisters' friends moved it four times (8% usage); Michelle's boyfriend, Theo, moved it three 
times (6% usage); Sue moved it three times (6% usage), then also twice with her husband and another 
time with her husband and youngest daughter; Sue's friend moved it four times (8% usage); Sue's 
husband moved it 10 times (20% usage), and then another time with his youngest daughter.  So, 
Michelle was seen to use Photoswitch the most, and Sue and Theo the least.  Altogether, friends' use 
constituted 16 percent of the total use.  Sue's husband used the device considerably more than she 
did.  Indeed, the footage showed him enjoying using it: he was often laughing and smiling.  When 
watching a sample of the video footage, Michelle was surprised to see her father using the device: "I 
didn't realise Dad flicked it on".  Perhaps related to her dominant use of the device, Michelle's photos 
were displayed relatively longer than her mother's. One of Sue's family photos, however, was 
displayed for the longest period.  This is a photo of Sue's mother and Michelle's 'Nanna', GF_1.  One of 
Michelle's personal photos, TS_2, has the second longest duration. 
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Revisiting Study One 
 
Figure O13: Household Two's response to task 3.3 in Study One: 'Collectively create a portrait of family'.  This 
visual representation was shown to the participants at interview in Study Two. 
Revisiting the Study One portrait (Fig. O13) prompted a discussion on the ‘age’ of the photos it 
comprised.  Sue found it striking that all the photos that were chosen capture events that happened 
many years ago, when the family lived in Africa.  She suggested that, if she were to create a family 
portrait ‘now’, she would include photos that capture "more recent family memories".  The main 
discussion around this portrait concerned the participants wanting to give many significant photos, 
from their large - and ever-growing - family collection, an 'airing'.  They described wanting to change 
photos on display to do this, and updating displays with the creation of new memories.  The portrait 
also sparked a discussion about 'scrapbooking'.  Sue described wanting to make a 'scrapbook' for each 
of her children to commemorate their childhood and coming of age, as a form of maternal gift-giving.  
In this way, she shifted the subject of discussion away from representing the family per se, and 
towards representing the mother-child relationship. 
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Initial themes 
 
Figure O14: A photo capturing Sue using Photoswitch in the kitchen, at a site chosen by Sue & Michelle. 
Photoswitch was used to unify the household 
Household Two expressed ‘close’ relations through the shared significance of the two Photoswitch 
collections. 
Su:	  I	  love	  looking	  at	  them	  all	  and	  I	  suppose	  they	  were	  all	  special	  really.	  
Michelle used Photoswitch to communicate the importance of family for her personal identity. 
Mi:	   (E)ven	  when	   I	  had	   the	  choice	  of	   six	  photos	  of	  myself,	   like,	  a	   lot	  of	   them	  are	  with	  my	   family	  
because	  I	  guess	  we’re	  quite	  close	  in	  that	  way.	  
Sue and Michelle expressed mutual interest in each other's collections.  This was supported by the 
sensor data from the deployment, which showed that they both chose to keep each other’s photos on 
display. 
 
Figure O15: Michelle's boyfriend Theo is captured using Photoswitch, with Michelle in the vicinity. 
Linked to the household's unity was a sense that its members had exclusive rights to Photoswitch.  
This came to light in Sue's account after she viewed some of the video footage captured by the 
device.  In the following instance, she responded to footage of Michelle's boyfriend, Theo, using the 
device (Fig. O15). 
Su:	  I	  was	  a	  bit	  cross	  when	  Theo	  did	  it	  first	  of	  all!	  [Laughs.]	  ...	  	  I	  wouldn’t	  mind	  visitors	  doing	  it	  but	  I	  
think	  it’s	  quite	  a	  personal	  thing	  really	  and	  I	  think	  it’s	  our	  -­‐	  our	  family	  thing.	  	  So,	  you	  know,	  it’s	  for	  
us	  to	  decide	  whether	  or	  not	  we’ve	  had	  enough	  of	  seeing	  that	  one	  particular	  picture	  and	  moving	  it	  
across.	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Although Sue was not deeply offended by Theo's actions, she emphasised her preference for the 
household to make decisions, exclusively, about what should, and should not, be removed from 
display. 
With the exception of Theo, visitors tended not to use Photoswitch without permission.  Sue and 
Michelle speculated that the extent to which visitors felt at liberty to use Photoswitch was 
representative of their social ties to the household. 
Su:	  (W)e	  haven’t	  made	  those	  =	  
R:	   =	  Close	  friends	  
Su:	  Close	  friends	  that	  just	  came	  round.	  …	  	  If	  you	  were	  to	  ask	  me	  the	  same	  question	  and	  we	  were	  
living	   in	   the	   house	   in	  Africa	   I	  would	   say	   ‘	   Yeah,	   they’d	   all	   come	   in	   and	   just	   sorta	   do	  what	   they	  
liked’,	  but	  we	  had	  those	  sort-­‐of	  friendships.	  
Mi:	  Yeah.	  
Hence, the local control of the device defined and was defined by household exclusivity and social 
relationships. 
The collective narrative of Household Two, characterised by nostalgia and otherness, shone through 
in the accounts. 
Su:	  We’re	  a	   family	  …	  we	  still	   live	   in	  the	  past	  a	  bit	  with	  memories	  …	  we	  still	  tend	   to	  erm	  (.)	   look	  
back	  a	  lot	  and	  –	  and,	  you	  know,	  dream,	  because	  …	  it’s	  just	  been	  so	  exciting	  [laughs],	  the	  life	  we’ve	  
had.	  	  So	  you	  just	  keep	  remembering	  and	  experience	  it	  all	  over	  again.	  
Building on this, Photoswitch use prompted shared reminiscence within the household. 
Mi:	  I	  slid	  it	  across	  and	  ...	  just	  like	  photos	  of	  us	  and,	  like,	  a	  picture	  of	  me	  and	  my	  sisters	  and	  we	  just	  
laughed	  about	  it	  and	  said	  ‘Oh	  remember	  when	  that	  happened?!’	  and	  (.)	  –	  yeah	  so	  it	  was	  cool.	  
In this way, the device was agentic in the members re-enacting their collective narrative. 
Photoswitch use invited reflection on screen displays 
Photoswitch afforded the display of multiple significant photos.  After showing the participants the 
'family portrait' that they made in the Study One interview, the researcher invited them to speculate 
about the changing significance of family portrayals over time.  
R:	  I'm	  interested	   in	  what	   it	  means	  to	  fix	  a	  display	  as	  well	  as	  change	   it.	   ...	   	   I	  wonder:	   is	   it	  okay	  to	  
change	  photos	  around	  like	  this,	  or	  is	  it	  really	  important	  to	  keep	  them	  on	  display	  if	  you've	  put	  them	  
up?	  
Su:	  I	  mean	  they	  were	  obviously	  very	  real	  to	  us	  at	  the	  time.	  	  Now,	  moving	  on	  about	  a	  year,	  ...	  would	  
we	  want	  it	  fixed,	  or	  would	  we	  want	  the	  chance	  to	  change?	  I	  think	  we’d	  want	  the	  chance	  to	  change	  
them,	  I	  think.	  …	  [To	  Michelle:]	  What	  do	  you	  think?	  
Mi:	  Probably,	  yeah,	   just	  because	  …	  there	  are	  quite	  a	   lot	  of	  other	  photos	   that	  would	  mean	   just	  as	  
much	  to	  us,	  probably.	  
Su:	  Yeah.	  
Whilst Sue voiced her desire to change and update displays, Michelle voiced her desire to display a 
growing number of significant photos. 
R:	   If	   you	   were	   asked	   to	   do	   this	   exercise	   again,	   would	   you	   choose	   the	   same	   photos,	   or	   choose	  
different	  ones?	  
Mi:	  Probably	  different	  =	  
Su:	  =	  Yeah.	  =	  
Mi:	  =	  We've	  got	  so	  many	  different	  photos.	  =	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Su:	  =	  I	  think	  we	  would	  choose	  different	  ones	  because	  (.)	  there's	  more	  recent	  memories	  …	  that	  you	  
want	  to	  be	  reminded	  of.	  
When invited to consider digital technology support for displaying photos, the participants advocated 
a system that afforded dynamic family representations and the expression of new memories as they 
are made.  
Power relations were constructed around use 
Sue and Michelle used Photoswitch to demonstrate mutual understanding and consensus about self 
and family representation.  This trust and respect was demonstrated in the following instance, when 
the researcher introduced the concept of photos being automatically, randomly 'switched' across 
multiple, distributed display devices like Photoswitch. 
R:	  How	  would	  you	  feel	  about	  these	  displays	  being	  networked	  ...	  so	  that	  they	  switch	  between	  places	  
in	  the	  home?	  [Prompt:]	  So,	  say	  some	  of	  the	  photos	  that	  are	  on	  here	  [points	  to	  Photoswitch]	  and	  
some	   of	   the	   photos	   that	   Bryony	   might	   choose	   for	   display	   in	   her	   bedroom	   might	   turn	   up	   on	  
someone	  else's	  in	  another	  place?	  
Su:	  I	  think	  that	  might	  be	  quite	  fun.	  
Mi:	  Hum,	  very	  cool.	  
Su:	  Yeah,	  cause	  it	  would	  be	  very	  unexpected	  and	  it	  would	  be	  ‘Oh!	  Yeah!’	  –	  yeah,	  I	  think	  that	  would	  
be	  quite	  cool.	  
R:	  You	  wouldn't	  think	  you'd	  lose	  control	  over	  what	  was	  being	  displayed?	  
Su:	  No,	  I	  think	  that	  -­‐	  if	  it	  was	  just	  one	  of	  two	  I	  think	  that	  would	  be	  quite	  nice.	  =	  
Mi:	  =	  Yeah,	  I	  reckon	  that	  would	  be	  cool.	  
R:	  Is	  it	  something	  that	  you	  feel	  you	  would	  be	  able	  to	  negotiate	  between	  you?	  
Su:	  (M)aybe	  some	  of	  the	  things	  that	  the	  girls	  have	  got	  are	  sorta	  personal	  and	  they	  wouldn’t	  want	  
me	  to	  have	  them	  on	  mine…	  so	  they	  would	  choose	  the	  one	  that	  they	  would	  send	  me.	  …	  	  But	  that	  
would	  be	  nice,	  you	  know?	  	  Unexpected.	  
The family speculated that they would be able to achieve consensus on the appropriateness and 
timeliness of what to display, when, and to what audience. 
	  
However, Photoswitch was found to function differently for Sue and Michelle because of where it was 
located, in the family kitchen.  Sue referred to this space as "my little kitchen" and used Photoswitch 
to express 'family unity' in a space that she assumed ownership of and inhabited more than anyone 
else.  
R:	  How	  did	  you	  both	  feel	  about	  those	  photos	  [on	  Photoswitch]	  being	  displayed	  in	  this	  particular	  
place?	  
Su:	  In	  the	  kitchen?	  
R:	  Yeah,	  where	  you	  chose	  to	  put	  this	  device.	  
Su:	   I	   think	   for	  me	   that	  was	   the	  best	   place	   (.)	   because	   it	   –	   I’m	   there	   so	  much	  of	   the	  day,	  maybe	  
cleaning	  or	  putting	  the	  kettle	  on	  or	  cooking	  or	  whatever.	  
Mi:	  Yeah,	  well,	  I	  always	  come	  into	  the	  kitchen	  cause	  there’s	  food	  here,	  so	  [laughs]	  I	  get	  to	  see	  that	  
[Photoswitch].	  
Unsurprisingly, this was one of Sue's preferred sites for Photoswitch - or a similar class of display 
device, along with other communal spaces in her curatorial domain. 
By contrast, Michelle (temporarily) 'territorialised' Photoswitch in order to express herself in this 
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domain.  She valued the opportunity provided by the deployment to do so, and was seen to be 
possessive over her display region. 
Mi:	  (T)here	  was	  one	  of	  me	  and	  Theo	  and	  then	  someone	  slid	   it	  across	  and	  I	  was	   like	   ‘No,	  I’m	  not	  
finished	  with	  looking	  at	  that	  one’,	  so	  I	  just	  slid	  it	  straight	  back.	  
Therefore, she was seen to be more possessive than Sue was.  She also advocated her bedroom as an 
alternative site. 
Mi:	  I’d	  have	  one	  in	  my	  bedroom	  (.)	  cause	  I	  spend	  quite	  a	  lot	  of	  time	  in	  there.	  
She viewed her bedroom as a space where she could express herself more freely. 
Photoswitch enabled everyday expression 
Sue showed lack of self-efficacy using digital technology and requires her children's assistance. 
Su:	  I	  love	  photographs,	  but	  I’m	  sad	  in	  a	  way	  that	  I	  haven’t	  –	  because	  –	  I	  dunno	  –	  I	  haven’t	  got	  much	  
confidence	  in	  all	  the	  technical	  side	  –	  I’ll	  wait	  for	  the	  girls	  to	  sort	  me	  out	  with	  it.	  	  
When Sue expressed her lack of confidence, there was a shift in power relations and Michelle was 
commanding: "[To Sue:] Do it!". 
Sue lamented that her children, unlike her, had laptops and used them to create ambient photo 
displays.  She saw these laptop displays serving her children as ‘reminders’, prompts to memories.  
Photoswitch was a positive intervention for her, because it afforded access to her digital photos as 
ambient home displays in, for example, ‘my little kitchen’.  Accessibility included the auto-
formatting of images for display and ‘easy’ door switch mechanism. 
Su:	  For	  me	  yeah	  I	   loved	   it!	  Cause	  I’m	  in	  the	  kitchen	  a	   lot	  and	  I	  -­‐	  you	  know	  the	  girls	  have	   lots	  of	  
reminders	  on	  their	  computers,	  on	  their	  laptops	  -­‐	  they’ve	  always	  got	  the	  screensavers	  and	  they	  flick	  
through	  all	  their	  photographs.	  	  But	  I’m	  not	  really	  technical	  in	  that	  way.	  	  So	  [clears	  throat]	  for	  me	  to	  
come	  into	  the	  kitchen	  -­‐	  and	  its	  so	  easy	  just	  to	  move	  the	  -­‐	  you	  know	  -­‐	  and	  to	  see	  a	  friendly	  face	  and	  
the	  memories	  just	  -­‐	  you	  know,	  I	  could	  be	  cooking	  and	  I’ll	  see	  a	  picture	  of	  Steven	  [Sue’s	  husband]	  
fishing	  and	  it	  will	   just	  take	  me	  completely	  back	  to	  that	  time.	   ...	   I	   just	   love	  having	  memories,	  you	  
know,	  and	  re-­‐living	  those	  lovely	  times.	  
The accessibility of Sue's photos for display was empowering for her presentation of self and family at 
home. 
Photoswitch mediated social interaction 
Photoswitch mediated inter-personal and intrapersonal dialogical exchanges. 
Su:	  [To	  Michelle:]	  you	  were	  in	  a	  bit	  of	  a	  str	  –	  er	  –	  downer	  and	  I	  thought	  I	  didn’t	  want	  to	  have	  the	  
day	   remembering	  her	   like	   that	   (.)	   -­‐	   I	   sort	   of	  wanted	   to	   have	   a	   (.)	  happier	  Michelle	   in	  my	   little	  
kitchen.	   	   So	   I	   slid	   it	   across	   specifically	   and	   had	   her	   singing	   to	   me	   [laughs].	   	   That	   was	   quite	  
significant,	  I	  found.	  …	  I	  really	  enjoyed	  that	  –	  being	  able	  to	  do	  that.	  
Mi:	  ...	  I	  came	  down	  here	  me	  and	  Theo	  had	  a	  fight	  and	  also	  I	  slid	  it	  across	  and	  had	  me	  and	  him	  …	  so	  
then	  I	  was	  just	  like	  ‘Ah,	  yeah,	  he	  is	  nice!’	  [laughs].	  
In these examples, the sliding door feature was an expressive resource for Sue and Michelle to draw 
upon to transform the state of relationships. 
Sue described how, in general, photos could be used to invoke people’s presence in their absence. 
Su:	  I’ve	   just	  put	  a	   little	  photo	  of	  Steven	  in	  the	  bathroom	  …	  (c)ause	  he	  leads	  a	  busy	  life	  and	  I	   just	  
need	  –	  I’m	  often,	  you	  know,	  going	  into	  the	  bathroom…	  So	  when	  I’m	  cleaning	  my	  teeth	  I	  can	  just	  
look	  [laughs].	  
With regards to Photoswitch displays, Sue conflated a photo with its referent. 
Su:	  I	  mean	  [clears	  throat]	  seeing	  my	  mum:	  you	  know	  I	  miss	  my	  mum	  a	  lot	  so	  it’s	  nice	  having	  her	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just	  there.	  
The automated, random display of photos on Photoswitch prompted acts of everyday remembering.  
The displays' inherent dynamism and transience was key to their effect.  Michelle also talked about 
the photo of Sue's mum, her 'nanna' (GF_1).  After being randomly called up by the system, this photo 
was kept on display for the longest total duration out of all the photos. 
Mi:	   (W)hen	   I	   haven’t	   like	   thought	   about	  my	  nanna	   in	   like	  ages	   -­‐	   cause	   like	  we	  don’t	   really	   see	  
them	  that	  often	  and	   -­‐	   it’s	   just	   like	   ‘Ah,	  Nan!’,	   you	  know,	  and	   it	   just	  makes	  you	   like	  have	  a	   little	  
thought	  about	  her.	  
In general, serendipitous encounters with photos were valued. 
Mi:	   (I)t	   was	   nice	   to	   come	   in	   and	   see	   a	   different	   picture	   every	   time	   (.)	   and	   it	   –	   it	   made	   you	  
remember	  the	  memory	  of	  something	  and	  then	  you	  could	  just	  laugh	  about	  it.	  
Moreover, being taken 'out of the moment' in the course of mundane domesticity had aesthetic value. 
Su:	  So	  [clears	  throat]	  for	  me	  to	  come	  into	  the	  kitchen	  -­‐	  and	  its	  so	  easy	  just	  to	  move	  the	  -­‐	  you	  know	  
-­‐	   and	   to	   see	   a	   friendly	   face	   and	   the	  memories	   just	   -­‐	   you	  know,	   I	   could	  be	   cooking	  and	   I’ll	   see	   a	  
picture	  of	  Steven	  [Sue’s	  husband]	  fishing	  and	  it	  will	  just	  take	  me	  completely	  back	  to	  that	  time.	  
 
Leading from this, Michelle speculated about where in the home she would ideally like to situate a 
device like Photoswitch and suggests a place that people pass by a lot: 'the top of the stairs'.  
Mi:	  If	  we	  could	  have	  one	  of	  those	  ones	  that	  would	  change	  automatically	  …	  (i)t	  would	  be	  just	  at	  the	  
top	  of	  the	  stairs	  as	  we	  walked	  up.	  
Su:	  Yeah,	  cause	  we’re	  always	  running	  up	  and	  down	  the	  stairs.	  
Finally, when considering the idea of networked devices, Sue and Michelle speculated that the 
surprise element of seeing each other's photos would be positively valued. 
Su:	  	  (T)hat	  would	  be	  nice,	  you	  know?	  	  Unexpected.	  
In sum, surprise encounters with photos had considerable aesthetic value for this household. 
Summary of initial findings  
The Photoswitch content had shared significance for Sue and Michelle.  This is interpreted to reflect 
the unity and stability of their household.  However, Photoswitch was seen to function differently for 
the two participants, in relation to the different perception of the domestic space by the 
participants, within the domestic order ~ the mother and daughter roles ~ and ownership of space at 
home distinguished by these roles.  Sue used Photoswitch to express ‘family’ in a space that she 
somewhat owned and distinguished; and Michelle temporarily ‘territorialised’ Photoswitch to express 
herself in a space that she felt belonged to the family. 
Sue assumed responsibility for creating photo displays to represent her household and described the 
importance of contemporary family representations alongside older ones.  Yet she also referred to her 
lack of technical proficiency using the computer and the constraints this placed on her handling of 
more recent, digital photos, remaining dependent upon her children for this. 
Randomness and surprise were expressed as positive features of the Photoswitch experience. The 
notion of an unexpected encounter with a photo in the course of everyday home life had an aesthetic 
quality that was valued.  The device was seen to extend and accentuate what photo displays do 
anyway: bring to mind experiences from another time and place; and make absent people present.  
Its value as a prompt to reminiscence was emphasised.  The random cycling of photos on Photoswitch, 
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combined with the ad hoc fashion in which photos came on to the display, revealed a multiplicity of 
significant family photos for serendipitous discovery, a feature that was valued by the participants. 
Appendix O(03) Photoswitch with Hisako & Julie 
Selected content 
In this section, photos' referents are described. 
 
Figure O16: Hisako's response to FP2 _1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O16 shows the content that Hisako chose to portray Self.  Note that she included seven photos 
rather than six.  A number of the photos capture a recent trip that she made with her husband to 
Rome (FP2_PPTH8_GS_2, FP2_PPTH8_GS_4 and FP2_PPTH8_GS_7).  She also included a portrait photo 
of Julie in traditional Chinese dress (FP2_PPTH8_GS_6) and two further photos from Hong Kong 
(FP2_PPTH8_GS_1 and FP2_PPTH8_GS_5). 'FP2_PPTH8_GS_3' was not mentioned in the discussion at 
interview.   
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Figure O17: Hisako's response to FP2_1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O17 shows the content that Hisako chose to portray Family. Note that she included seven 
photos rather than six.  Her Chinese family members are depicted most visibly here and five of the 
seven the photos were captured in Hong Kong during a recent family trip.  But she also included a 
familial image of her household on another holiday (FP2_PPTH8_GF_3). 
 
 
Figure O18: Julie's response to FP2_1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O18 depicts the content that Julie chose to portray Self. Note that she included nine photos 
rather than six.  She included photos of her recent school trip to Mexico (FP2_PPTH8_TS_5), and 
social events of her with her peers.  Julie received a digital SLR camera for her 18th birthday because 
she was increasingly interested in photography as a hobby.  A couple of photos are included in this set 
Family Portrayals  
Design to Support Photographic Representations of Intergenerational Relationships in Family Homes 
 
12. APPENDICES 
Yvonne/Cat      Sue/Michelle      Jenny/Adam      Lara/Caroline      Rosemary/Kate      Eric/Emma     Kath/Michael      Hisako/Julie 
 
 
 
 
CXLVI 
that express this interest ('FP2_PPTH8_TS_2 and 'FP2_PPTH8_TS_4). 
 
 
Figure O19: Julie's response to FP2 _1: ‘(i) Select six digital photographs that portray your family. 
Figure PO9 depicts the content that Julie chose to portray Family. Note that she included nine photos 
rather than six.  'FP2_PPTH8_TF_1' captures her mother and father.  'FP2_PPTH8_TF_3' captures the 
household together. 'FP2_PPTH8_TF_4' is a portrait of her mother. 'FP2_PPTH8_TF_5' captures Hong 
Kong, where her mum grew up as a child. 'FP2_PPTH8_TF_7' is a school photo of her father. 
'FP2_PPTH8_TF_6' and 'FP2_PPTH8_TF_8' capture her with her sisters. 'FP2_PPTH8_TF_2' was not 
featured in discussion at interview. 
Photoswitch account 
Towards the end of the deployment, Photoswitch had a technical fault and stopped working.  It also 
stopped capturing sensor data a short while before it stopped working and people stopped using it.  
As a result, the sensor data log only captured half of the deployment period, from its commencement 
to the intermediate visit by the researcher.  Despite being partial, the Photoswitch account still 
offered the participants an alternative perspective on the deployment at their interview, as well as 
offering some extra insight to the researcher about the actual use of the device compared with the 
participants' accounts.  The log shows that, out of the 31 instances of use captured, Julie used the 
device at least 14 times, (45% usage), Hisako used the device at least two times (6% usage), Hisako's 
husband used it at least four times (13% usage), and friends used it at least two times (6.5% usage).  
There were eight instances of use in which, either the person using Photoswitch can't be identified, or 
the door was moved so quickly that no video was produced.  In all these cases, it seems most likely 
that Julie was the user. 
Dyadic interview 
When looking through a sample of the video footage at interview, Hisako was most preoccupied with 
the way in which visitors used Photoswitch, whilst Julie was preoccupied with her own Photoswitch 
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use and her body image.  The participants found it fun identifying each other: "That's me - that's my 
tummy!"; "I'm sliding it now and that's you standing behind".   Hisako described how there was 'a lot of 
movement' of the door when friends came round for dinner.  Julie was surprised at the extent to 
which she was captured using the device and found it embarrassing that there was 'so much footage' 
of her.  Seeing this prompted her to talk through her handling of the device. 
Revisiting Study One 
 
Figure O20: Household Eight’s response to task 3.3 in Study One: 'Collectively create a portrait of family'.  This 
visual representation was shown to the participants at interview in Study Two. 
Hisako pointed out that the portrait was created from a limited selection of photos that had been 
brought to the table in response to '"special questions".  In response, the researcher re-established 
the nature of the task and its purpose as a thinking tool about representing family. 
R:	  I	  think	  it's	  not	  necessarily	  the	  photos	  themselves,	  but	  also	  the	  symbolic	  =	  
Hi:	  =	  The	  type	  of	  photos.	  
R:	  The	  type	  of	  photos,	  yeah.	  ...	  	  So	  it's	  a	  very	  abstract	  thing.	  
	  
On viewing the portrait again, Hisako's first thoughts were that she'd want to include more photos 
captured by her children, and also more recent photos: "More (.) now (.) - of now".  Julie pointed 
out, a year after composing the portrait, that she now had her own camera and had 'a lot more of her 
own' photos. 
Julie and Hisako said they would include many more digital photos if they were to make a 'portrait' at 
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this point in time. 
Ju:	  I	  think	  with	  the	  photos	  -­‐	  changing	  -­‐	  you	  said	  'would	  you	  change	  the	  photos?'	  -­‐	  I	  would,	  cause,	  
seeing	  those	  digital	  ones	  actually,	  now,	  I’d	  quite	  like	  some	  of	  them.	  
Hi:	  Hum.	  
Ju:	  Cause	  -­‐	  I	  don’t	  know	  -­‐	  it’s	  not	  just	  Mum,	  Dad	  and	  the	  kids	  when	  we	  were	  younger,	  I	  guess	  it’s	  
some	  of	  us	  when	  we’re	  older	  =	  
Hi:	  =	  Hum	  
Ju:	  Different	  experiences	  that	  we’ve	  had	  (.)	  together	  as	  a	  family.	   	  I	  think	  some	  of	  those	  [portrait	  
photos]	  are	  from	  the	  same	  kind-­‐of	  time,	  aren’t	  they?	   ...	  They’re	  all	   from	  erm	  (.)	  -­‐	  we’re	  all	  much	  
younger	  =	  
Hi:	  =	  Cause	  we’re	  terrible	  at	  taking	  photographs,	  aren’t	  we,	  as	  a	  family(?).	  ...	  But	  then	  later	  on	  a	  lot	  
of	   them	  are	  on	  digital	  so	  we	  never	  printed	  them	  out	  so	  they	  were	  all	  of	   the	  same	  time	  -­‐	  or	  went	  
back	  further.	  
They made a point of saying that they didn’t tend to print digital photos.  Note that, for the Study 
One tasks, Hisako and Julie selected film prints rather than printing digital photos.  Also, Study One 
was very much geared around autobiographical narrative and significant life events, so many of the 
photos they brought to the table represented events that happened a long time ago, such as Hisako's 
wedding and milestones in her children's early development.  Therefore, at the Study One interview, 
when involved in the task of making the portrait, Hisako and Julie could choose from a set of mostly 
‘pre-digital’ photos.  This choice makes further sense of Sue's comments in the previous section, too.  
The main point conveyed here is that Hisako and Julie would want a 'family portrait' to include 
contemporary representations, and they would want to be able to update it from time to time, to 
show, in Julie's words, 'different experiences'.   
Initial themes 
 
Figure O21: A photo capturing Photoswitch in situ in Hisako & Julie's living room. 
Photoswitch use revealed mutual interests 
Hisako and Julie demonstrated their mutual interest in viewing each other’s photos on Photoswitch. 
Hi:	  (I)t	  was	  quite	  nice	  to	  know	  sort-­‐of	  what	  Julie	  had	  chosen.	  	  So	  she	  said	  'Oh,	  what	  have	  you	  got?'	  
and	  then	  she	  looked	  at	  it.	  
The deployment created the novel opportunity for Julie to show her personal photos in the curatorial 
domain. 
Hi:	   I	   think	   I	   saw	  quite	   a	   few	  photographs	  of	   yours	  when	  you	  were	   in	   (.)	  Mexico	  and	   then	  you’d	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forgotten	  that	  you	  had	  them,	  almost,	  and	  then	  you	  say	  ‘Oh	  Mum	  come	  and	  look	  at	  these!’.	  
Ju:	  Yeah	  -­‐	  yeah	  -­‐	  yeah:	  some	  of	  the	  photos	  Mum	  had	  never	  seen	  before.	  	  	  
Hi:	  Hum.	  
Ju:	   It’s	  quite	  nice	   to	   show	  photos	   that	  are	  my	  photos	   that	  Mum	  hasn’t	   seen,	   that	  are	  now	  of	  my	  
own	  and	  of	  my	  friends,	  which	  I	  haven’t	  shown	  her	  yet.	  Or	  if	  I	  showed	  her	  she	  wouldn’t	  normally	  
look,	  [to	  Hisako:]	  would	  you?	  [Laughs.]	  
Hi:	  Yeah,	  yeah.	  
As part of their expression of mutual interest, Hisako and Julie established a rule or routine for 
Photoswitch use: they agreed that the door position was to be switched once every day, to give equal 
visibility to each other’s display regions. 
Ju:	  It	  was	  like	  an	  advent	  calendar	  [to	  Hisako:],	  wasn't	  it?	  	  Like,	  every	  morning	  change	  the	  picture	  
and	  there	  was	  something	  on	  the	  other	  side.	  
Hi:	  Yes,	  quite	  exciting,	  yeah.	  	  We'd	  sorta	  say	  'Oh	  look	  -­‐	  look	  -­‐	  look	  what	  we	  got!'	  and	  then	  looked	  at	  
hers,	  and,	  er	  =	  
Ju:	  =	  Yeah.	  
The rule for use was found to create ‘suspense’ and ‘excitement’ around photo-sharing.  It was also 
viewed as a positive constraint for encouraging attentiveness towards the twinned collections. 
Hi:	  You	  have	   to	  make	  a	  point	   to	   look	  at	   it	   that	  day	  because	  -­‐	  because	  we'd	  decided	  we're	  gonna	  
display	  that	  (.)	  alternative	  days.	  	  So	  it	  was	  quite	  'What've	  you	  got	  today?	  What	  you	  got	  today?'.	  
Thus, the alternating of photo displays establishes and frames a pattern of viewing behaviour. 
Strikingly, the sensor data from the deployment revealed a different pattern of use to that described 
by the participants.  It transpired that, on most of the days included in the log, the device was used 
more than once; indeed, according to the Photoswitch account, the photo was changed, on average, 
four times a day.  Julie changed the photo most often, but her father and friends also changed it.  
Comparing accounts, it could be that the 'actual' movement of the door many times in a day could be 
put down to others either being shown a demonstration of how the device works, which the 
participants say happened a lot, or people who are not aware of the 'rule' moving the door anyway.  
For example, footage showed that Hisako's husband used Photoswitch on a few occasions late at 
night.  Reflecting on all the accounts to-hand, it seemed most likely that the 'rule of use' was put in 
place as a means to make sure the door got moved at least once a day to 'air' both regions.  Given 
this, the act of establishing the rule, rather than the dyads' strict adherence to it, is most 
demonstrative of their mutual interest in each other's photos. 
Aside from the shared interest expressed within the family, the deployment also prompted Hisako and 
Julie to share their experience of Photoswitch with visitors.   
Hi:	  (W)hen	  there	  was	  a	  visitor,	  they	  say	  'Oh,	  what's	  that?'	  and	  -­‐	  quite	  a	  good	  response	  from	  them	  
as	  well	  because	  we	  explained	  what	   it	   is	   -­‐	   'Oh,	  yeah,	   that's	  quite	   interesting',	  you	  know,	  and	  then	  
they'd	  keep	  sliding	  it.	  
Hisako and Julie were pleased that visitors were interested.  Hisako added: "It's quite good that they 
took so (.) - took  so much interest in it". 
R:	  (E)ssentially,	  with	  the	  door,	  anybody	  can	  change	  the	  photo	  on	  display	  using	  the	  door	  -­‐	  how	  did	  
you	  feel	  about	  people	  being	  able	  to	  do	  that? 
Ju:	  I	  think	  it’s	  quite	  nice	  them	  being	  interactive,	  with	  your	  own	  display.	   	   I	  don’t	  think	  any	  of	  the	  
photos	  we’ve	  really	  wanted	  to	  leave	  on	  for	  that	  long.	  	  I	  don’t	  think	  we	  had	  any	  kind-­‐of	  preference	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for	  which	  photo	  we	  wanted	  on	  for	  longest,	  or	  which	  one	  went	  with	  the	  room,	  so	  we	  had	  to	  keep	  
on.	  
Hi:	  Yeah,	  yeah.	  
A common thread running through Julie and Hisako's dialogue was their explicit interest in the 
Photoswitch collections in general.  The nature of visitor interest was also shown in the video footage 
presented at interview, which got Hisako talking about particular instances: "and then on Saturday 
when Justin came over there was a lot of movement".  In general, Julie and Hisako both enjoyed the 
ephemeral nature of the photo displays; and they enjoyed people changing the display. 
Power relations were constructed around use 
Given the rule for alternating displays and the show of mutual interest, it was surprising to find that 
Julie used Photoswitch most heavily, and much more than Hisako.  This was shown by the sensor data 
and confirmed at interview.  When the researcher invited the participants to reflect upon this 
difference in use, Hisako explained that she had been away from home for part of the deployment: "I 
went away for ... three days, so [to Julie:] you were doing it for me".  Also, Hisako was happy to let 
her daughter take the initiative to manage the displays: "I let you do it".  
The 'rule of use' said something about the power relations communicated between mother and 
daughter. 
Ju:	  'Cause	  I	  moved	  it	  Mum	  wouldn't	  touch	  it	  [laughs].	  =	  
Hi:	  =	  So,	  I	  thought:	  'Well'.	  	  I	  was	  quite	  happy	  because	  it	  was	  a	  new	  photo.	  	  I	  didn't	  want	  to	  change	  
it	  again.	  
It could be said that the ease with which Hisako relinquished control to Julie was a consequence of 
the rule because it represented some kind of mutual understanding between mother and daughter.  
Moreover, by letting Julie take charge of the displays, Hisako was seen to underplay maternal control 
and give her daughter agency. 
Related to this, Hisako expressed a lack of concern with what was displayed from either collection. 
Hi:	  (W)hat	  happens	  is	  if	  I	  looked	  at	  it	  and	  it's	  changed	  then	  I	  don't	  change	  it	  again	  because	  (.)	  I'm	  
quite	  happy	  with	  whatever.	  
Later in the interview she added that was not 'possessive' of her photos or display region.  The 
researcher interpreted this as an expression of maternal altruism.  
In contrast to Hisako, Julie expressed concern about what was displayed, and engaged in triaging 
activities on Photoswitch.  She was conscious of the audience for the home's displays, as the following 
extract shows.  When viewing the sensor data, Hisako pointed to one of Julie's personal photos and 
they discussed its handling. 
Hi:	  [To	  Julie:]	  Oh	  that	  was	  your	  Scrabble	  game.	  
Ju:	  Yeah,	  I	  must	  have	  switched	  it	  back.	  
Hi:	  Yeah.	  
Ju:	  I	  don’t	  think	  people	  wanna	  look	  at	  Scrabble.	  
R:	  So,	  literally	  only	  five	  minutes	  later.	  ...	  
Ju:	  Yeah	  and	  I	  went	  up	  quickly	  and	  changed	  it.	  
Hi:	  I	  said	  I	  liked	  that	  one!	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Again, Hisako made a point to show interest in her daughter's photos.  However, Julie didn’t think 
anyone apart from herself would be interested in them.  Elsewhere she added: "who’d wanna see my 
photos?".  She put these thoughts down to her self-consciousness and lack of confidence, but mainly 
because family photos 'belong' to Hisako and are more important for home display. 
R:	  [to	  Hisako:]	  your	  photos	  were	  on	  there	  a	  lot	  more	  than	  Julie’s	  -­‐	  a	  lot	  more.	  
Hi:	  I	  wonder	  why?	  
Ju:	  Cause	  I	  put	  them	  back.	  ...	  	  So	  I	  guess	  I	  move	  it	  and	  then	  look	  at	  mine	  and	  I	  think	  ...	  [To	  Hisako:]	  
'Is	  it	  worth	  keeping	  if	  it’s	  just	  my	  picture,	  if	  it’s	  just	  of	  the	  trees,	  or	  shall	  I	  keep	  the	  one	  of	  family,	  
which	  was	  yours?'	  
Julie triaged displays out of ‘respect’ for her mother and what she viewed as ‘parent-dominance’.  
Ju:	  I	  almost	  respect	  hers	  more	  than	  mine,	  maybe	  [laughs]	  cause	  it’s	  her	  choice.	  =	  
Hi:	  =	  I	  wouldn’t	  mind	  if	  you	  showed	  your	  photo	  off.	  
Ju:	  Yeah,	  but	  it’s	  that	  kind-­‐of	  parent-­‐dominance	  thing.	  =	  
Hi:	   =	   I	   think	  what	  happens	   is	   -­‐	   because	  all	  my	  photographs	  weren’t	  personal	   to	  me.	   	   It’s	  more	  
family	  [to	  Julie:]	  and	  yours	  were	  more	  yours,	  I	  think.	  ...	  
As result of Julie's sense-making, Hisako's Photoswitch collections had relatively greater salience over 
Julie's during the deployment.  Hisako qualifies this in terms of 'her' photos serving the interests of 
the family-at-large. 
Sense-making around authority extended to visitors' use, too, as Hisako pointed out: "(t)he people 
who don't know us very well never touched it".  In most cases, visitors asked if they could use 
Photoswitch, unless they had strong-tie relations with household members. 
Photoswitch was used to brainstorm locations for displays 
Hisako and Julie used their Photoswitch experience to think about the relationship of photo displays 
to place.  They speculated that, if Photoswitch had been positioned in a different room in their 
house, they would've engaged with the collections in a different way.  In the following instance, they 
considered an alternative location for it. 
Ju:	   (W)e	   spend	  quite	  a	   lot	  of	   time	   in	   the	  other	   room.	   ...	   	  As	   -­‐	  because	  we're	  more	  active	   in	   that	  
room,	  I	  was	  wondering:	  maybe	  the	  outcome	  of	  the	  (.)	  whole	  photos	  would	  be	  a	  lot	  different.	  ...	  
Hi:	  =	  Yeah...	  	  But	  then	  would	  we	  give	  it	  the	  same	  -­‐	  share	  the	  same	  time,	  because,	  although	  you’re	  
there,	  you’d	  probably	  just	  glance	  at	  it	  and	  never	  bother	  with	  it,	  but	  here	  you	  will	  have	  an	  actual	  (.)	  
good	  look	  at	  it	  (.)	  -­‐	  have	  a	  good	  study.	  	  
Thus room function and ambience determined how Photoswitch displays were engaged with. 
Hisako's domestic roles and responsibilities meant that, for her, certain rooms, such as the kitchen, 
were associated with work and the room where Photoswitch is deployed was singled out as a place 
where she engaged in leisure activities such as viewing photos.  Hence this was her preferred site for 
the device.  In turn, the home's various rooms served different functions for her.  The researcher 
asked the participants to imagine: if each household member each owned a digital photo frame, 
where would they choose to place it?  As with Cat and Michelle in the two households analysed so far, 
Julie would ideally like to have hers in her bedroom, for displaying her personal photos.  
Ju:	  I’d	  love	  one	  in	  my	  room	  ...	  	  cause	  then	  I	  get	  to	  change	  it.	  ...	  	  It	  would	  be	  more	  personal	  to	  me	  as	  
well.	  I	  could	  choose	  more	  personal	  photos,	  I	  guess.	  
Hi:	   I	   think	   still	   in	   [living	   room]	  here,	   for	  me,	   because	   I	   quite	   like	   to	   share	   it,	   because	   even	  my	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room	  isn’t	  just	  mine	  [to	  Julie:]	  is	  it?	  	  	  
This exchange showed how intergenerational power dynamics, and the domestic roles through which 
they were established, were very much connected to space and its delineation. 
Leading from this, the researcher invited Hisako and Julie to consider the hypothetical scenario of 
networking digital photo displays, across the devices.  Julie raised the issues of privacy and control. 
Ju:	  (I)f	  it	  was	  in	  my	  room	  and	  ...	  I	  didn't	  have	  much	  control	  over	  what	  I	  was	  seeing,	  I	  don't	  know	  if	  I	  
would	   like	  that	  as	  much,	   (.)	  as	   if	   it	  was	   just	  one	  of	   them	  in	  one	  place.	   	   I	  don't	  know	  what	  Mum	  
would	  feel	  (.)	  about	  it?	  
Hi:	  I	  think	  I	  would	  prefer	  you	  to	  have	  your	  own	  one,	  (.)	  not	  that	  I	  worry	  about	  you	  looking	  at	  mine,	  
but	  I’m	  sure	  you	  wouldn’t	  want	  me	  to	  look	  at	  yours.	  =	  
Ju:	  =	  Yeah,	  I	  wouldn’t	  want	  -­‐	  I	  wouldn’t	  want	  some	  of	  my	  photos	  dotted	  around	  the	  house,	  I	  guess	  
[laughs]	  ...	  for	  other	  people	  to	  see.	  
Julie wished to have control over which personal photos were displayed to the rest of her household 
in the home's communal spaces.  Hisako sympathised with this, and agreed with Julie that a 
networked, shared photo display system should accommodate her daughter's desire for privacy and 
control. 
Photoswitch was used to think about on-screen displays 
The deployment created a novel opportunity for Hisako and Julie to display their digital photos 
beyond the computer desktop.  Both pointed out that, ordinarily, their digital photos would be 
displayed to the household on digital cameras and rarely printed. 
Indeed a key topic of discussion was the process of transferring photos from the camera to the 
computer and then printing them.  Hisako and Julie both said that their cameras were easy to use and 
both greatly valued being able to view a photo post-capture on a screen on the camera.  But 
problems arose with connecting devices, including the printer, as Julie pointed out: "I mean, our 
printer is supposed to accept any kind of memory card, but it doesn't".  In particular, for Hisako, who 
considered herself to be 'un-technical', this process was a barrier to printing from digital. 
The participants advocated screen display over home printing because of the quality and luminosity of 
images on-screen.  In Hisako's words: "(i)t's always much more brilliant, isn't it(?)". At the same time, 
they agreed that they would want to still render ‘special photos’ as prints, relying upon commercial 
services, rather than home printing technology, to do so. 
Hi:	   if	   there’s	   something	   that’s	   really	   precious,	   we	  might	   take	   it	   somewhere	   to	   get	   it	   printed	   ...	  
(b)ecause	  the	  paper	  -­‐	  although	  we	  can	  buy	  really	  good	  paper	  but	  I	  don’t	  think	  you	  can	  get	  the	  right	  
colour.	   ...	   	   I	   think	   you	  have	   to	   go	   somewhere	   and	  get	   it	   printed	   so	   that	   -­‐	   	   I	  mean,	   snapshots	   of	  
family:	   I’m	  not	   that	  bothered.	   	  But,	   I	   think,	   Julie,	  you	  probably	  are	  gonna	  want	  certain	   items	  or	  
certain	  things	  looking	  exactly	  like	  you	  wanted.	  =	  
Ju:	  =	  What	  printed-­‐printed?	  	  Yes.	  	  It’s	  like	  capturing	  colour	  is	  never	  the	  same	  on	  a	  screen	  and	  then	  
on	  a	  piece	  of	  paper.	  =	  
Here, Hisako differentiated between the quality of printing required for family snapshots versus 
Julie's hobbyist photography, suggesting that home printing technology was not adequate for making 
'quality' prints. 
The researcher asked the participants to expand upon what they referred to as the 'novel' experience 
of viewing their digital photos away from the desktop. 
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R:	   So	   what	   was	   it	   like	   to	   have	   it	   [Photoswitch]	   in	   one	   place	   for	   a	   while?	   	   How	   did	   that	   feel	  
compared	  to	  seeing	  photos	  on	  the	  computer?	  
Ju:	  I	  think	  seeing	  them	  on	  that	  screen	  I	  appreciated	  the	  photo	  a	  lot	  more	  than	  just	  clicking	  on	  it,	  
because	  -­‐	  I	  dunno	  -­‐	  because	  of	  this	  half	  an	  hour	  decline	  ...	  you	  have	  the	  (.)	  time	  to	  really	  look	  at	  it,	  
if	  you	  know	  what	  I	  mean.	  
Hi:	   I	   think	   that’s	   interesting	   because	  what	   happens	   is	   you	   know	   you	   put	   a	   picture	   up	   -­‐	   a	   static	  
picture	  -­‐	  and	  you	  know	  it’s	  there,	  (.)	  or	  one	  of	  these	  digital	  displays	  and	  you	  know	  ‘Oh,	  well,	  it	  will	  
come	  back.	  I	  missed	  that	  photo	  -­‐	  it	  will	  come	  back’.	  	  But	  that	  [Photoswitch]	  you	  say	  you	  have	  to	  
make	   a	   point	   to	   look	   at	   it	   that	   day	  because	   -­‐	   because	  we’d	  decided	  we’re	   gonna	  display	   that	   (.)	  
alternative	  days.	  	  So	  it	  was	  quite	  ‘What	  you	  got	  today?’,	  ‘What	  you	  got	  today?’.	  
Ju:	  The	  fact	  that	  it's	  random	  as	  well.	  	  Yeah,	  so	  ...	  it's	  quite	  a	  surprise	  to	  see	  what	  the	  picture	  is.	  
In this excerpt, Julie and Hisako described how Photoswitch's automated features were a positive 
constraint upon their photo sharing experiences.  This was mainly because the photo displays were 
transient and also because the displays had a minimum duration so that that people took time to 
'actually look' at the current display.  The self-imposed rule of manually alternating displays further 
framed this experience. 
Also communicated in the excerpt was that, in general, Julie and Hisako enjoyed the ephemeral 
nature of the Photoswitch displays.  As well as enjoying people changing displays manually, the 
participants valued serendipitous encounters with photos, as the displays changed.  They described 
one instance in which the automated selection of a particular photo had significant impact upon a 
shared life event. 
Hi:	  One	  of	  our	  friends	  died	  a	  week	  ago	  and	  	  ...	  we	  went	  to	  the	  funeral	  and	  came	  back	  and	  he	  was	  on	  
there.	  	  It	  was	  quite	  nice,	  really.	  ...	  So	  we	  left	  it	  on	  for	  a	  while.	  
 In this case, the inevitable transience of the photo's display was significant for the family's 
expressions of grief; it was eventually replaced with another photo.  Thinking beyond the Photoswitch 
experience, the notion of dynamic, changing representations was generally valued.  Reflecting on the 
portrait that they created in Study One, Hisako and Julie talked about the importance of updating the 
content of their home displays, conveying their wish to include contemporary, digital representations 
captured by all the household members. 
The video-logging feature affected use 
The video-logging feature of Photoswitch was found to impact considerably on the household's 
interactions with the photo displays.  At interview, Hisako described drawing people's attention to the 
webcam when they first encountered Photoswitch, including her husband. 
(H)e	  didn't	  know	  that	  there	  was	  a	  photo	  taken	  of	  him.	  	  So	  I	  said	  'Oh	  yeah,	  it's	  just	  taken	  a	  photo!'.	  
She often did this to tease visitors, calling it a 'spying' device. 
Ju:	  Sam	  was	  too	  scared	  to	  touch	  it,	  (.)	  knowing	  that	  fact	  that	  it	  records,	  so	  he	  was	  a	  bit	  -­‐	  he	  didn't	  
want	  to	  use	  it.	  =	  
Hi:	  Yeah.	  	  A	  lot	  of	  people	  don't	  know,	  though,	  that	  there's	  a	  camera	  in	  there	  and	  ...	  I	  say	  'Oh,	  it's	  
just	  taken	  (.)	  a	  photograph	  of	  you,	  and	  what	  have	  you	  been	  saying?'	  	  Oh,	  just	  winding	  them	  up:	  'It's	  
recorded	  everything	  you	  said'	  [laughs].	  I	  was	  like	  'No,	  no,	  no	  no!'.	  
So the webcam definitely made up a significant part of the Photoswitch experience and, as Julie 
indicated in reference to her boyfriend Sam, even deterred use. 
As with her boyfriend, Sam, Julie was self-conscious about being filmed by Photoswitch and this 
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affected her use of the device. 
R:	  Do	  you	  think	  the	  camera	  changed	  your	  perception	  of	  it	  [Photoswitch]?	  
Hi:	  I	  don't	  think	  we	  worried!	  =	  
Ju:	  =	  I	  was	  a	  bit.	  ...	  	  I	  would've	  moved	  the	  door	  much	  more	  -­‐	  more	  than	  I	  have	  done,	  I	  think,	  you	  
know,	  after	  you'd	  taken	  the	  stuff	  off,	   like,	  another	  week	  or	  so(?).	   ...	  (A)fter	  that	  I	  was	  a	  bit	  more,	  
erm	   -­‐	   I	   dunno	   -­‐	   I	   didn’t	  want	   to	  move	   it	   so	  much	   cause	   I	   don’t	   know	   if	   I	  wanted	   to	   show	   that	  
there’s	  loads	  and	  loads	  of	  footage	  of	  me	  just	  sliding	  the	  door	  back	  and	  forward.	  
Julie described seeing the researcher remove sensor data off Photoswitch during the intermediate 
visit and how this impacted upon her subsequent use.  She became very self-conscious of her body 
image. Her response to viewing a sample of video footage at interview follows. 
Ju:	  Is	  that	  me?	  ...	  Oh!	  	  Look	  at	  my	  horrible	  nose!.	  
-­‐-­‐	  
Ju:	  So	  you'll	  have	  lots	  of	  close-­‐ups	  of	  me	  looking	  at	  it.	  	  Oh	  my	  goodness.	  
It could be said that, whilst the video data offered up an alternative perspective on use for the 
participants to reflect on with the researcher, the web-cam proved to distract from the research 
subject and affect social interaction with the device, for reasons to do with people being filmed 
rather than the politics of family photo display. 
Summary of initial findings 
Hisako and Julie were keen to show their mutual interest in each other’s Photoswitch collections, 
during the deployment and at interview.  During the deployment they set up what may be interpreted 
as ‘democratic conditions’ for attending to both display regions.  Despite this, Julie still constructed 
power relations around use, believing her mother’s photos to be more appropriate for home display 
(in the curatorial domain) and questioning the relevance of her personal photos to her mother.  
Photoswitch proved to be a useful thinking tool for situating personal versus family collections in the 
home, prompting Hisako and Julie to discuss the significance of personal space and its boundaries for 
family photo sharing.  Photoswitch also prompted reflection on screen versus print display.  Hisako 
and Julie both expressed a strong desire to be able to display their digital photos at home because 
they represented contemporary life events.  They liked viewing their photos on-screen for the 
'luminosity' and 'quality' of the image that is produced.  Finally, the web-cam feature proved to be 
quite distracting and affect Photoswitch use considerably. 
Appendix O(04): Photoswitch with Lara & Caroline 
Selected content 
In this section, the photos' referents are described. 
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Figure O22: Lara's response to FP2 _1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O22 shows the content that Lara chose to portray herself. Two of the photos capture Lara's 
paintings ('FP2_PPTH4_GS_3' and 'FP2_PPTH4_GS_4'.  Note that these are paintings of childhood 
family photos that were discussed at interview in Study One. 'FP2_PPTH4_GS_2' is a posed self-
portrait of Lara in (the professional context of) her art studio. 'FP2_PPTH4_GS_1' captures Lara with 
her husband. 'FP2_PPTH4_GS_5' captures her with her younger daughter and a friend. 
'FP2_PPTH4_GS_6' captures a gift shop from a holiday. 
 
 Figure O23: Lara's response to FP2_1: ‘(i) Select six digital photographs that portray your family’. 
Figure O23 shows the content that Lara chose to portray her family. 'FP2_PPTH4_GF_1' captures her 
husband with daughter Caroline and friends. 'FP2_PPTH4_GF_2' captures the household together. 
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'FP2_PPTH4_GF_3' is a portrait of her younger daughter, Meg.  'FP2_PPTH4_GF_4' is a portrait of her 
mum. 'FP2_PPTH4_GF_5' captures her husband, with Caroline in the background.  Finally, 
'FP2_PPTH4_GF_6' captures her two daughters together. 
 
Figure O24: Caroline's response to FP2_PPTH1_1: ‘(i) Select six digital photographs that portray yourself’. 
Figure O24 shows the content that Caroline chose to portray herself. She is captured in all of the 
photos.  In two of the photos she is captured with her sister, Maggie ('FP2_PPTH4_TS_4' and  
'FP2_PPTH4_TS_5').  The rest are posed portraits. 
 
Figure O25: Caroline's response to FP2_1: ‘(i) Select six digital photographs that portray your family’. 
Figure O25 shows the content that Caroline chose to portray Family.  'FP2_PPTH4_TF_1' is a portrait 
of her mum, Lara.  'FP2_PPTH4_TF_5' and 'FP2_PPTH4_TF_6' capture Caroline with her mum and her 
sister. 'FP2_PPTH4_TF_2' and 'FP2_PPTH4_TF_3' capture Caroline with her sister. 'FP2_PPTH4_TF_4' 
captures Caroline's sister. 
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Photoswitch account 
The sensor data log from Household Four shows that Photoswitch was used for all but three days of 
the deployment.  The device was given roughly the same degree of attention across the deployment 
period.  On Monday 21 July the researcher made an intermediate visit and used the device heavily to 
test that it was working (because it had previously broken).  This intervention is taken into account 
when studying the data log. 
For reasons given above, the video-logging feature was disabled for this deployment.  This means that 
it is not possible to decipher, from the Photoswitch account, much information relating to who used 
the device.  To counter this, the researcher invited the participants to elaborate on who used the 
device when showing them a selection of sample data at interview. 
La:	  [Long	  pause.]	  	  I	  don’t	  know	  that	  we	  had	  anyone	  else	  in.	  =	  
Ca:	  =	  No.	  I	  don’t	  remember	  anyone	  else	  changing	  it,	  really.	  
R:	  Did	  Tom	  [Caroline's	  boyfriend]	  come	  over	  at	  all?	  	  Did	  he	  change	  it?	  
Ca:	  He	  wasn’t	  really	  interested	  [laughs]!	  ...	  He	  sorta	  went	  ‘What’s	  that?’	  and	  -­‐	  yeah.	  	  I	  don’t	  really	  
remember	  anyone	  else	  changing	  it	  over	  or	  anything.	  
La:	  No,	  we	  didn’t	  have	   it	   for	   that	   long	   this	   time.	   	   I	  don’t	   think	   that	   applies,	   really.	  No,	  no	  one’s	  
changed	  it.	  
Unlike with some cases in other households, it was not possible to know with this deployment 
whether or not social interaction with the device, by visitors, friends and the wider family, was 
different to what the participants thought. 
Dyadic Interview 
Revisiting Study One 
 
Figure P26: The new home displays that Lara created, in the hallway, kitchen and dining room, following her 
participation in Study One. 
Lara and Caroline had no photos on display in their home at all when they took part in Study One.  
However, following Study One, Lara sent the researcher a message to say that she was in the process 
of creating some home displays.   
La:	  It	  did	  really	  push	  me.	  	  I	  felt:	  'That's	  something	  I've	  got	  to	  do'.	  	  
A year on, when the researcher visited to deploy Photoswitch, she photographed these new displays 
(Fig. O26). 
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Figure O27: Household Four's response to task 3.3 in Study One: 'Collectively create a portrait of family'.  This 
visual representation was shown to the participants at interview in Study Two. 
At interview, the researcher showed Lara and Caroline the set of photos that they selected from their 
Study One task responses and arranged as a 'family portrait' (Fig. O27). 
La:	  [To	  Caroline:]	  What	  are	  you	  smiling	  for?	  
Ca:	   [To	  Lara:]	  Cause	   it’s	  weird	   that	  we	  didn’t	   pick	   any	   of	   them	   to	   go	   in	   the	   family	   ones	   for	   the	  
display.	  
La:	  That’s	  cause	  they’re	  not	  on	  the	  computer,	  isn’t	  it?	  	  Cause	  these	  are	  hard	  copies.	  
Ca:	  Ah.	  ...	  Yeah,	  but	  we	  could’ve	  put	  them	  on	  the	  computer!	  
La:	  We	  could’ve!	  
R:	  You	  still	  could,	  [laughs]	  for	  your	  digital	  photo	  frame!	  =	  
La:	  =	   It’s	   just	   the	   fact	   that	   the	  photos	  are	   just	  all	  up	  there	   [on	  shelf	   in	  dining	  room]	  and	  I	  keep	  
thinking	  it’s	  such	  a	  momentous	  task	  to	  try	  and	  organise	  them	  and	  it’s	  not.	  I	  haven’t	  even	  scratched	  
the	  surface.	  
Lara found it curious that digital photos had been printed for the new home displays, not the older 
film-based photos.  Significant here is that the family had a digital photo frame - they were given it 
as a present - but they chose not to use it.  The photos on display in Figure O26 were all prints from 
digital.  The film-based prints of Figure O27 were highly significant and representative of family - and 
they were photos that both Lara and Caroline said they would have liked to display in their home.  
But they were not displayed because they were relatively inaccessible compared to the digital 
photos; following their 'airing' in Study One, they were returned to a storage box. 
For Caroline, film photos and digital photos were "completely separate things"; she had no desire to 
scan and digitise film prints, nor organise or frame them together: "that's always gonna stay a 
photograph"; "I like having the photos as they are"; digital collections were to be kept separate from 
film-based collections.  The uniqueness of the film print means it was treated differently to digital.  
She pointed to a particularly 'precious' photo included in the portrait to express this. 
(W)hen	   I	  print	  off	  digital	   images	   I	  don't	   really	   feel	   like	   they're	  precious,	   cause	   you	  can	  print	  off	  
hundreds	  and	  hundreds	  of	  copies	  of	  them	  and	  it's	  nothing.	  ...	  But,	  for	  a	  photo	  [points	  to	  portrait]	  -­‐	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that	  photo	  from	  Southport,	  there's	  a	  -­‐	  I've	  only	  got	  one	  of	  them.	  
Lara agreed with her daughter.  She returned to a key topic of her Study One account concerning 
photo management issues.  She said that Caroline's distinction between digital and film-based 
collections could be useful for helping her backlog and organise the family photos, a task that still 
felt overwhelming, due it its scale.  Categorising the film-based photos presented a challenge to Lara 
and was the biggest obstacle to the photos becoming home displays. 
Initial findings 
 
Figure O28: A photo capturing Photoswitch in situ in Lara & Caroline's living room. 
Photoswitch use fore grounded tensions on representation 
The Photoswitch intervention created a novel opportunity for Caroline to choose photos for display in 
the curatorial domain, alongside her mother.  Lara had previously established herself (in Study One) 
as the family photographer and ordinarily responsible for curating the home displays.  Caroline said at 
the Study Two interview that she didn’t capture 'family photos' apart from those capturing her with 
her sister.  Combining the twinned collections prompted the re-discovery of family photos that had 
been 'forgotten'; Caroline had looked through and selected photos for Photoswitch from her mother’s 
family collections (on the home computer as well as from her personal collections).  This generated 
mutual surprise and interest in the display regions when Photoswitch was used. 
La:	  [To	  Caroline:]	  I	  quite	  liked	  having	  your	  pictures	  coming	  up	  and	  I	  didn’t	  know	  what	  you’d	  put	  
on	  there.	  
Ca:	  Yeah,	  that’s	  what	  I	  noticed	  about	  your	  ones	  as	  well.	  =	  
La:	   =	  And	   I	   liked	   -­‐	   there	  was	   a	   couple	   in	   there	   that	   I	   thought	   ‘I’d	   forgotten’,	   like	   [to	  Caroline:],	  
photographs	  that	  I	  think	  I’d	  taken	  of	  you	  and	  Meg	  in	  the	  snow	  and	  I	   just	   love	  that	  picture	  and	  I	  
thought	  ‘that’s	  nice!	  I	  want	  a	  proper	  copy	  of	  that’,	  (.)	  yeah.	  =	  
La:	  =	  [To	  Caroline:]	  Is	  that	  one	  of	  the	  photos	  that	  you	  chose?	  =	  
Ca:	  =	  Yeah,	  that’s	  one	  of	  the	  family	  ones	  that	  I	  put	  in.	  
This led to the serendipitous discovery of photos with shared family significance. 
However, such 'surprises' could have a negative effect.  In one instance, Lara questioned Caroline's 
intention for choosing a photo to display that she deemed contentious (TF_1). 
La:	  [to	  Caroline:]	  (Y)ou	  put	  one	  in	  of	  me	  where	  I	  was	  really	  sad!	  
Ca:	  [To	  Lara:]	  That’s	  the	  only	  photo	  I	  have	  of	  you.	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La:	  Ah!	  [Lara	  gasps]	  And	  I	  look	  so	  sad!	  I	  remember	  that	  day	  and	  I	  was	  sad.	  	  I	  didn’t	  want	  to	  have	  
my	  photograph	  taken.	  =	  
Caroline's selection conflicted with the way that Lara wished to be portrayed, creating a curatorial 
tension.  When she looked through a sample of the Photoswitch account, Lara saw that this 
contentious photo had come onto display one evening after she had gone to bed.  As she was unaware 
of the photo's display, it ended up being left 'exposed' for quite a while, which she found "unsettling" 
to know in retrospect. 
Lara asked Caroline why she chose this photo for Photoswitch.  It transpired that Lara wasn’t 
captured in many of the family photos because she was the one taking them: "I'm always the one 
taking pictures".  Also, Caroline didn’t have any of her mother - as she said, she rarely captured 
photos of her family.  But, when choosing 'family photos' for Photoswitch, Caroline wanted to include 
one of her mother: "So [to Lara:] it wasn't so much of a horrible thing, it was "that's the only picture I 
have of you on your own". Lara replied: "we should remedy that".  This led to a discussion about the 
integration of multiple collections, including those taken by friends of the family.  Caroline also 
suggested that the content selection task encouraged her and her mum to compile their collections 
separately.  She speculated that, if they were to set about combining collections in real life and not 
for a task, then Lara and her would collaborate more and contentious photos would be filtered out. 
Ca:	   [To	   Lara:]	   I	   wouldn't	   have	   necessarily	   put	   that	   picture	   in	   of	   you	   and	   stuff.	   ...	   	   Well,	   you	  
wouldn't	  have	  let	  me	  anyway.	  ...	  	  So	  (.)	  it	  wouldn't	  have	  ended	  up	  on	  display.	  
This dialogue with her daughter encouraged Lara to reflect on how she might, in the future, integrate 
her children's collections with the family ones (as this has never happened before).  In light of the 
incident with the contentious photo and its discussion at interview, she thought about what it might 
mean to represent others in the communal space.  She considered collaborating more with the rest of 
the household in home curation.  
Photoswitch was used to brainstorm locations for displays 
The location of photo displays in the home turned out to be very important for what was included in 
the curated collections.  The researcher asked Lara and Caroline to engage in a thought experiment, 
to think of Photoswitch as, essentially, a digital photo frame and to consider having a number of 
devices like it in their home.  
Ca:	  I	  think	  I	  would	  probably	  claim	  ownership	  over	  mine,	  and	  have	  it	  in	  my	  room.	  
La:	  Yeah,	  that’s	  how	  I	  would	  see	  it:	  you’d	  have	  one	  in	  your	  room,	  Meg	  would	  have	  one	  in	  her	  room,	  
and	  =	  
Ca:	  =	  And	  there’d	  be	  one	  downstairs	  somewhere.	  =	  
La:	   =	   Yes	   I’d	   probably	   want	   a	   general	   one	   for	   in	   here	   that	   was	   a	   mixture	   of	   family	   things	   [to	  
Caroline:]	   because	   that’s	   the	   way	   you	   use	   your	   Internet,	   isn’t	   it?	   You’ve	   got	   your	   catalogue	   of	  
photographs	  that	  are	  yours	  and	  they’re	  not	  really	  ones	  that	  I	  look	  at.	  
Whilst it was important for Caroline to have her own device for her personal collections, Lara 
assumed responsibility for a 'general' family device for the curatorial domain. 
Note in this excerpt that Lara showed respect for Caroline's privacy.  She also showed maternal trust.  
She didn’t feel the need to monitor either of her daughter's photo practices, which were associated 
with the personal space of their bedrooms.  Talking about her younger daughter who had her own 
camera-phone and computer since she was 12, Lara went on to say: "I wouldn't expect - sometimes 
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she'll show me things, but I wouldn't - I would never say".  Following on from this, Lara and Caroline 
agreed that it would not make sense for photos to simply cycle across a 'general', family display 
device and individual display devices.  This would defeat the point of the devices being 'personal' and 
located in personal spaces. 
R:	   So	   [to	   Caroline:]	   you	   wouldn’t	   want	   anyone	   else	   in	   the	   house	   to	   see	   what	   you	   had	   on	   your	  
personal	  display	  unless	  you	  invited	  them	  to?	  
Ca:	  Yeah!	  Well,	   it’s	  a	  completely	  different	   thing	   really	  because	   if	  you	   just	  had	  a	   little	  network	  of	  
displays	   then,	   you	   know,	   they’d	   be	   there	   anyway	   and	   you’d	   just	   put	   -­‐	   just	   -­‐	   pictures	   on	   that	  
everyone	  could	  look	  at.	  But	  if	  you	  had	  one	  for	  every	  family	  member	  then	  it	  would	  be	  personal	  to	  
you	   so	  obviously	  you’d	  put	  your	  own	  personal	  photos	  on	  and	  if	   that	  was	  sent	  round	  to	  everyone	  
then	  you	  wouldn’t	  put	  the	  same	  things	  on.	  ...	  
La:	  No,	  it’s	  true,	  you’d	  monitor	  in	  your	  head,	  wouldn’t	  you?	  
Lara agreed with Caroline, envisaging a scenario whereby some photos could be sent from personal 
devices to a general device - or a network of general devices, but not vice versa.  She added: "You 
could have a little 'Parental Guidance' thing when you send it".  Also, she speculated that 'sending' 
photos between devices would only be appreciated within the home, between family members.  
Communicating this way could be 'fun'.  But Lara pointed out that a network of devices would need to 
be contained within the household because it could be "really annoying" for others, beyond it, to 
send photos.  The dyad expressed a requirement for privacy boundaries at both an individual and 
household level that would support device networking.  It was envisaged that privacy would be 
supported through the individual ownership of devices and their placement. 
Photo displays were triaged on Photoswitch 
Lara and Caroline both had their 'favourites' on Photoswitch.  Caroline pointed out that her and her 
mother were sometimes in conflict over which of their favourites to keep on display. 
Ca:	  When	  I	  flipped	  it	  across	  you	  went	  'No,	  I	  like	  that	  one!'	  and	  pushed	  it	  back	  again	  [laughs]!	  
Even though this negotiation involved making value judgments on photos, Caroline emphasised that 
the changing of displays was more about choosing favourites to keep on display, rather than removing 
photos from display because of not liking them. 
R:	  how	  did	  you	  feel	  about	  photos	  that	  you	  particularly	  liked	  on	  display	  being	  taken	  off	  display	  and	  
replaced	  by	  other	  photos?	  
Ca:	   I	   did	   tend	   to	   flip	   the	   screen	   across	   and	   see	  which	   one	   I	   liked	   best	   and	   then	   keep	   it	   on	  my	  
favourite	  one.	  Erm,	  there	  wasn’t	  so	  much	  of:	   if	   I	  didn’t	   like	  a	  photo	  I’d	  go	   ‘No,	  I	  don’t	   like	  that!’,	  
push	  it	  across.	  	  It	  was	  just	  sort-­‐of	  (.)	  -­‐	  picked	  my	  favourite	  ones.	  
R:	  So	   [to	  Caroline:]	   you’re	   say	   that	   if	   you	  didn’t	   like	  a	  photo	  you	  wouldn’t	  necessarily	   take	   it	  off	  
display?	  
Ca:	  No.	  
R:	  [To	  Caroline:]	  But	  if	  you	  did	  like	  a	  photo	  you’d	  try	  and	  keep	  it	  on	  display?	  =	  
Ca:	  =	  Yeah.	  
La:	  Yeah,	  I	  felt	  like	  that	  too,	  (.)	  definitely.	  	  I	  had	  my	  favourites	  (that)	  I	  wanted	  on,	  (.)	  that	  I’d	  want	  
to	  feature,	  like	  that	  wedding	  one	  and	  the	  snow	  one,	  definitely.	  	  I	  kind	  of	  was	  actively	  trying	  to	  get	  
them	  to	  come	  up	  [laughs].	  
It transpired that Photoswitch's automated behaviours and manual functionality were at odds with 
what the participants wanted to be able to do with their photos, that is, browse and choose from 
collections. 
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Favourites were kept on display for relatively longer periods of time.  When looking over the sensor 
data, Lara and Caroline discussed the shared significance of a family photo (that could be described 
as a 'familial' image). 
La:	  [To	  Caroline:]	  Oh,	  that	  was	  on	  a	  lot!	  ...	  Ah,	  right,	  yeah,	  we	  like	  that	  one.	  
So photos displayed for longer were considered by the family to have greater shared significance. 
Photoswitch was used to brainstorm design ideas 
Lara's experience of Photoswitch shifted from positive to negative over the course of the deployment.  
This shift seemed to be caused by her not being able to select a 'favourite' to view.  
La:	   I	   quite	   enjoyed	   having	   it	   at	   first,	   I	   think.	   ...	   Yeah,	   (.)	   and	   I	   got	   disappointed	   if	   it	  wasn't	   the	  
picture	  I	  wanted	  it	  to	  be	  at	  the	  other	  side	  [smiles].	  
-­‐-­‐	  
R:	  So	  you	  didn’t	  like	  the	  fact	  that	  once	  they’re	  gone,	  you	  couldn’t	  necessarily	  get	  them	  back?	  =	  
La:	  =	  Yeah,	  I	  didn’t	  like	  that	  at	  all.	  I	  mean	  there’s	  some	  nice	  aspects	  to	  it,	  but	  it’s	  the	  lack	  of	  control,	  
I	   find,	  that	  is	  (.)	  unusual,	  although	  it’s	  an	  unusual	  thing	  to	  have.	  It’s	  nice	  to	  look	  at	  a	  solid	  thing	  
and	  know	  how	  to	  get	  it.	  
Lara described 'actively' trying to get a particular photo onto display by sliding the door repeatedly. 
The inability to created 'disappointment' and 'sadness': "if it wasn't there I felt a bit sad".  It's not just 
the lack of control over making selections; Lara described feeling a sense of loss when photos 
automatically 'disappeared' from display (behind the door), because of her emotional attachment to 
them.  Caroline enjoyed the random displays that were produced by the automated features and the 
general changing of displays: it's "nice to have a bit of rotation", "to change it and stuff".  But, like her 
mother, she wanted the option of manual control over what is selected (for display).  Mother and 
daughter both agreed that it was laborious and time-consuming to browse through photos to 'get to' a 
favourite.  It was also 'frustrating' (Lara) to have to 'wait for a bit' (Caroline) before changing a photo 
on display. 
Lara and Caroline's shared frustration about the lack of manual control sparked an interesting 
discussion about what they would ideally want from a display device. They both took “so many 
pictures” and enjoyed “looking at” their digital photos.  So they wanted to quickly browse – “flick 
through” - lots of photos simultaneously. They wanted photos to-hand, to know how to access them.  
The participants suggested the idea of a digital photo collage as an interface to photos at the site of 
their display, as a way to achieve this.   
Photoswitch was used to think about on-screen displays 
Throughout the interview, Lara and Caroline engaged in an ongoing discussion about the difference 
between photos printed from film and digital photos.  Both emphasised the 'preciousness' of film-
based prints because of their uniqueness as artefacts.  Towards the end of the interview, Lara showed 
the researcher a photo album that she recently made as a gift to Caroline to commemorate her 18th 
birthday.  It contained mostly film-based prints.  Lara expressed her attachment to these prints: "it's 
quite hard to let them - let them go!".  Lara felt a sense of loss when giving the prints to Caroline, 
because they represented her life, too, and were irreplaceable.  Film-based photos had value as 
legacy objects and their uniqueness raised tensions concerning ownership.  When discussing each 
other's Photoswitch collections at interview, there was a tension concerning the ownership of the 
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original film-based photos that have been scanned.  Lara assumed ownership as the family 
photographer, but Caroline expressed a wish to - and tried to - take ownership of some, as well, 
meeting resistance from Lara in the process. 
The comparison between film and digital photos also related to ongoing issues that the household had 
with organising photos for display.  The researcher noted that such issues have implications, more 
generally, for managing the integration of multiple household collections.  The biggest problem for 
Lara was categorising all the family photos.  With the prints from film, the problem was the number 
of photos and the huge timeframe over which they had been captured.  With digital photos, the 
problem was the intangibility of the collections.  Lara wanted to categorise by putting photos in 
albums, so 'you know how to go to something'. 
La:	  I	  do	  like	  albums	  if	  they're	  all	  one	  -­‐	  kind-­‐of	  one	  thing.	  ...	  So	  I've	  got	  a	  book	  up	  there	  that's	  just	  
Australia.	   ...	   	  And	   I've	  got	  one	  up	   there	   that's	   just	   (.)	   about	  my	   three	  years	   at	   college.	   ...	  Maybe	  
that's	  why	  I'm	  getting	  stuck	  and	  bogged	  down,	  cause	  I'm	  not	  thinking	  'Okay,	  let's	  categorise	  (.)	  a	  
particular	  holiday'	  or	  -­‐	  and	  it	  becomes	  too	  big.	  
To Lara, albums were something 'solid' to go to and were great for categorising collections by event: "I 
can think: 'I know where that is'"; " It’s nice to look at a solid thing and know how to get it".  Storing 
digital photos on disk was considered problematic, and meant that content rarely got displayed. 
La:	  I	  still	  take	  a	  lot	  of	  photographs	  but	  I	  don't	  print	  them.	  	  This	  is	  the	  thing.	  
This goes some way to account for why Lara got 'blocked' when thinking about scanning prints to 
digital: "cause you'd print everything, wouldn't you(?) ... and then you'd have them (.) and then swop 
to digital and think: 'Oh!  Oh dear, where did I put that disk?!'. Note that Lara made no reference to 
the home computer here.  Rather, she focused on handling photos beyond the desktop. 
Another issue with digitising film-based prints concerned, again, the film photo's 'precious' status as 
image and artefact laminated together.  A scanned film print was not as precious as the original. 
Ca:	  (W)hen	  I	  print	  off	  digital	  images	  I	  don't	  really	  feel	  like	  they're	  precious,	  cause	  you	  can	  print	  off	  
hundreds	  and	  hundreds	  of	  copies	  of	  them	  and	  it's	  nothing.	  
Interestingly, Lara pointed to her new home displays of prints from digital and talked about wanting 
to 'change them again', indicating their ephemeral nature.  By contrast, a cluster of framed film 
prints - 'actual photographs', in another room was not for changing.  Caroline distinguished this cluster 
by pointing and saying "old ones together".  She then pointed to the digital ones: "new ones together".  
She added: "the digital photographs I'd use for the digital display, just because it seems like a 
straightforward thing to do; 'That's for that and that's for that'!".  So, although Lara hadn’t used the 
commercial digital frame that she had prior to the Photoswitch deployment, she now recognised its 
potential for displaying digital photos.  She made note of background noise from Photoswitch: the 
device produced a "hum" that was "a bit intrusive".  But otherwise "the actual display is good". 
Summary of initial findings 
Whilst Lara and Caroline showed mutual interest in each other's collections, their content produced 
tensions surrounding the representation of others in their home. The deployment also highlighted 
tensions surrounding the ownership of family photos, prompting discussion on how Lara and Caroline 
may collaborate to integrate displays of their collections.  They thought carefully about the role of 
place and the ownership of display devices in coordinating this.  The organisation of digital photos 
remained a problem for curatorship and this was tied in with the differing material form of film-based 
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CLXIV 
prints versus digital - the intangibility of digital and the scale of family collections.  Photoswitch use - 
and the participants' frustration with the device's functional constraints - sparked a brainstorm on 
design considerations for handling digital photos at the site of their display.  The participants arrived 
at the ideal scenario of a digital display that enabled them to browse digital collections.  These 
collections would be best categorised by event. 
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CLXV 
Appendix Q: Study Three Interview Schedule 
1. ‘Do you own a digital camera?  [Prompt: If not, please describe the availability of digital cameras 
for your personal use.] 
2. Describe your everyday uses of a digital camera. [Prompt: What subject do you like to take photos 
of?] 
3. Describe your everyday uses of digital photos. [Prompt: What do you usually do with your digital 
photos after capture?] 
 4. What kinds of photos do you not want to display to your parents? 
 5. Do you display your photos online? [Prompt: Describe your experience of displaying photos on the 
Internet.] 
6. Do you have access to the Internet at home? 
7. How does the display of photos online relate to the display of photos in your home? 
8. Can you imagine a scenario in which you would not want to display your personal photos on the 
Photoswitch device?’ 
 
 
 
 
 
 
 
 
